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Abstract 
WILLIAM FAULKNER: . THE SEARCH AND THE SIMILE 
by Denise Dick 
William Faulkner (1897-1962) is well known for his dis-
· tinctive prose style -- his word choice, his long sentences, 
and his chains of imagery. In this paper, three novels, 
Sartoris (1929}, AbsaZom~ AbsaZom! (1936), and The Mansion 
(1955) are studied to see what can be learned about Faulkner's 
use of the simile. 
Many of Faulkner's characters are tortured by a disparity 
between their peaceful past and their chaotic present. It was 
found that Faulkner uses the greatest number of similes in the 
passages of the novels where the characters are searching most 
intensely to reconcile their past and their present. This 
finding unites Faulkner's theories of life and lan~uage. ·To 
him, life is not a series of moments of unique reality, but 
rather a continuum the present always flows from the past 
and is shaped by it. If the characters cannot see this rela-
tionship, they become upset and begin to search for a way to 
understand the disparity. 
According to several critics and to Faulkner himself, he 
viewed language as secondary to experience. It is the experi-
ential reality which language conveys that is of the prime 
importance. Words are merely a substitute for experience, 
and to transcend tbe literal use of words and progress to the 
reality which lies beyond them, one must use metaphor or simi-
le: the interaction of the tenor and the vehicle in these 
figures has the power to create a new perception of reality. 
Thus it is appropriate for an abundance of similes to be pre-
sent - when the characters are endeavoring to analyze their 
lives. 
The simile is also discussed in less general terms. It 
has the power to provide unity to the novel by utilizing the 
chains of similes. These chains, besides simply providing a 
framework, often delineate personalities an1 illustrate the 
reasons that the frustrated characters are forced to search. 
They also emphasize the plot and themes of novels, forcefully 
bringing the search to the reader's attention. 
Thus, it can be seen that, to Faulkner, the idea of 
search is linked to the simile in the areas of life, language, 
and art -- three areas which, to Faulkner, were probably one. 
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Life, Language, and Art 
For the average reader, William Faulkner's style may 
be a stumbling block: his sentences are long and involved, 
sometimes lasting for several pages, and his language is 
studded with such ponderous-sounding words as effluvium, im-
ponderable, renenge, immobile, and implaaable. Of course, 
criticism of Faulkner's style has proved to be a fertile 
field for the critics to plow and cultivate. They have ap-
proached the field from many different roads, bearing differ-
ent tools, and reaping dif!erent harvests. 
Some interesting but defensive analyses of Faulkner were 
done by Randel and Hodgson who studied the parentheses and 
typography in Absalom, Absalom! 1 Both of these men were try-
ing to prove that Faulkner did know what he was doing when he 
wrote the novel and, contrary to what some readers might 
think, he did not indiscriminately inte~ject parentheses and 
italics whenever the spirit moved him. 
Naturally, Faulkner's word choice would fascinate other 
critics who wrote about his "key words," his "favorite word," 
his "ten-dollar words," and his use of characton:yms. 2 Other 
scholars have dealt with larger qnits of thought -- the sen-
tence, a novel, or his entire body of work. 3 Swink, Hovde, 
1 
2 
and Gregg have analyzed his use of oral tradition, 4 democ~at­
ic rhetoric, 5 and dialect. 6 And others such as Bass, Wigley, 
Rinaldi, and Zink have written about the imagery in his 
novels. These last four authors postulate that a study of 
the imagery found in Faulkner' _s works will facilitate the 
reader's understanding of the novels' underlying ideas. Bass 
writes of four memorable images in The Sound and the Fury and 
shows how a growth of these images helps to restore order and 
the flow of time to a novel which could otherwise be fragmen-
ted. 7 Wigley does much the same thing analyzing Absaiom, 
AbsaZom! His analysis of the patterning of approximately 
4,000 separate literal and metaphoric images shows that there 
are five main image chains found throughout AbsaZom which 
underline some of the major themes of the book. 8 Rinaldi and 
Zink take a look at more than one work in the body of 
Faulkner's writing. Rinaldi deals with the game imagery and 
game-consciousness found in most of Faulkner's works and he 
shows that an attitude of playing to win is what causes the 
destruction of such characters as Flem Snopes and Thomas 
Sutpen. 9 Zink studies Faulkner's theory of time and life 
through his imagery of ~tasis. 10 Zink's work-coincides with 
other critics' interpretation of Faulkner's view of time: it 
is an onflowing, a combining of past and present, a flux 
which fuses the particular into itself, but yet transcends 
the unique and ~he separate. It is not cyclical movement, 
but a continuum always flowing from the past. 
Irving Howe objects to stylistic criticism by saying, 
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"American criticism, fascinated by mechanics and ingenuity, 
is ready to honor everything in a novel -- ingenuity of struc-
ture, schemes of imagery, deeply laid symbolism, weighty moral 
implications -- everything but the immediate rendering of 
life, the picture itself, which is the novel and without which 
there would be little cause to read, let alone interpret, 
works of fiction.,' 11 But Wigley counters this concept effect-
iyely by stating that the picture of life is "painted with 
imagery on the canvas of structure," 12 and thus the novel is 
the imagery, metaphors, analogies, and similes, just as the 
picture is the dark paint in juxtaposition to the lighter pig-
ments, and is the size and shape of the canvas. Just as the 
painter portrays his characters and their emotions through 
the use of paint, so does the author render life by the style 
he employs. 
Often, the life which Faulkner wrote of was fraught with 
despair and indecision. He was writing at a time of great 
change -- after World War I -- and society was in an upheaval. 
The expected, glorious future had not materialized. Old hopes 
• 
and expectations were obsolete in the present perceived by the 
"lost generation." Faulkner knew this generation13 and was 
deeply concerned with their search to reconcile past and pre-
sent. This fact presents itself strongly when one reads 
Sartoris, Faulkner's first Yoknapatawpha novel. 
After reading and re-reading Sartoris, I found that 
there were two episodes which stayed in my mind: Bayard 
Sartoris's wild car ride through the countryside surrounding 
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his home, and his later visit to the Maccallum home. Both of 
these incidents involve the young, tortured aviator searching 
for a way to escape· the grief and despair caused by the death 
of his twin brother. After some thought, I realized that, in 
both of these sections, the reader not only finds Bayard 
searching most intensely to discover some meaning for his 
life, but he also finds a great number of similes. And I 
began to wonder if there might be some relationship between 
the number of similes and the intensity of a person's search 
to come to grips with his life. 
In trying to see if there is a relationship between si-
mile and search, I compared three of Faulkner's novels, 
Sartoris, Absalom, Absalom!, and The Mansion. After care-
fully reading the books, formulating my opinions regarding 
these novels, and counting the similes, I estimated the num-
ber of words in each volume and then divided the number of 
words in the book by the number of ·similes, and found the 
ratio of similes to words in.the text. Thus, if there is a 
density of . 1:221, this means that, on the average, one simile 
will appear for every 221 words in the text. There was no 
information collected on the length of the similes themselves. 
Of the three books which I studied, Absalom is the most 
involved with the quest for knowledge, or the struggle to 
make conjecture and fact agree, as the narrators, Rosa 
Coldfield, Mr. Compson, Quentin Compson, and Shreve Mccannon, 
attempt to understand Thomas Sutpen and his design for wealth, 
respectability, and revenge. All of the narrators, with the 
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exception of Mr. Compson, believe that somehow a comprehension 
of Sutpen's plan and its failure will lead to their understand-
ing their own lives more fully. Interestingly, besides being 
vitally concerned with search, this book has the highest ratio 
of simile and text: 1:221. 
Sartoris also forcefully reveals the i~ea of search, but 
not so strongly as AbsaZom. This book has an omniscient nar-
rator who is not searching, instead of the several frustrated 
narrators who are present in AbsaZom. But search is not ab-
sent, because two veterans, young Bayard Sartoris and Horace 
Benbow, are endeavoring to find some way to reconcile their 
peaceful pasts with the chaotic present in which they l~ve. 
This book is less dense with similes than AbsaZom, but still 
it has a ratio of 1:262. 
The last book which I studied, The Mansion, has a ratio 
of 1:414 and is not concerned with search. Lawyer Gavin 
Stevens; his nephew, Chick Mallinson; and the sewing machine 
salesman, v. K. Ratliff, are trying to anticipate the moves 
of a recently released prisoner, Mink Snopes, to prevent Mink 
from killing his cousin, Flem; but no one is trying to find 
purpose for his own life. The characters are merely telling 
the facts. They have little affinity with the Snopeses and 
do not relate to them as Absalom's narrators do to Sutpen. 
Thus, inductively, I came to the hypothesis that a search 
and the simile were, at least for Faulkner, related. It would 
be logical to expect that a person who is searching for mean-
ing in his life would analyze reality, and one good way to 
analyze it is to see new relationships not perceived before. 
Since, as J. Middleton Murry states, "all metaphor and 
simile can be described as the analogy by which the human 
mind explores the universe of quality and charts the non-
measurable world," 14 it is no wonder that Faulkner employs 
many similes when his characters are exploring their world 
and endeavoring to comprehend it. Although I could find no 
proof that Faulkner had read Murry or any others of the same 
school, it is quite evident from what critics have noted, 
from his own comments, and from what, I hope, this study of 
three of Faulkner's novels will reveal, that Faulkner was a· 
poet who highly valued the creative power of the simile and 
employe~ it to help create an artistic world. 
6 
Faulkner viewed himself as a ·failed poet. He said: "I 
think that every novelist is a failed poet ...• I'm a failed 
poet. I tried writing poetry when I was a young man, but I 
soon found I wasri't a poet. So I turned to the novel." 15 
But the term poet, as he use~ it here, refers to poetry in a 
narrow sense, not in the wider sense of creative articulation 
of ideas, for he also said, "My prose is really poetry." 16 
As a creative artist and poet, he explored the world and some 
of its problems and interpreted life through artistic form. 
The problem facing the frustrated characters in Sartoris 
and AbsaZom is the problem of stasis which Zink mentioned. 
In his introduction to The Mansion, Faulkner consisely states 
his view of life: "'living' is motion, and 'motion' is change 
and alteration and therefore the only alternative to motion 
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is un-motion·, stasis, death." However, some characters 
have lost their ability to move: Sutpen's proposal halts 
Rosa and John's death immobilizes Bayard. They see that they 
are what their pasts have made them, but something has dammed 
up the river of their living, and it can no longer flow. 
Thus, they stop to analyze the obstruction: they are search-
. ing to try to see how this obstacle fits in with the pattern 
of the rest of their lives. 
In his Nobel Prize acceptance speech, ·Faulkner advocates 
that literature should deal with the truths of the human 
heart in conflict with itsel~ and with the universal truths 
-- love, honor, pity, pride, compassion, and sacrifice. An 
artist telling of the human dilemma should use language ap-
propriate to his subject; therefore, if one of man's problems 
is rejecting stasis and continuing to move, to see the rela-
tionship of past and present, then a use of simile would be 
wise stylistically. Since Faulkner's idea of a mature per-
ception of life involves seeing time not as unique moments 
but as a continuum in which "the chain of cause and effect 
could never be broken, and every human action must continue 
to reverberate, however faintly, into infinity," 17 similes 
which perceive unity in multeity, 18 reflect this continuum 
well. 
Welleck and Austin in their Theory of Language state 
that we "metamorphize. . • what we want to linger over and 
contemplate, to see from every angle and under every light-
ing, mirrored in ~pecialized focus by all kinds of like 
things." 19 That is what the frustrated characters are doing 
-- analyzing, lingering, not moving on with life -- and in 
the passages where they do this, Faulkner appropriately uses 
a large number of similes. 
Vickery, in The Novels of William FaulkneP, notes that 
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in his first two books, Faulkner "concluded that language, 
particularly in its abstract and conceptual aspect, tends to 
destroy the vital human response to experience." 20 The ab-
stract must be focused, often through the lens of simile, and 
thus may be understood, for similes can create a new reality 
or a new perception of reality. Richards' theory of the meta-
phor explains this well. 21 
Richards suggested that metaphors and similes are com-
prised of two terms, the tenor and the vehicle. 22 The main 
subject of the figure -- the abstract or literal meaning --
is the tenor. The concrete or figurative term is labelled 
the vehicle. Thus, in the simple metaphor, "That man is a 
pig," man is the tenor, and pig is the vehicle. In the meta-
phor, the reader does not just compare the two items, but the 
man begins to partake of the characteristics of the pig and 
the pig, in turn, becomes more like the man. The metaphor 
began with two ideas -- man and pig and ends with three 
man, pig, and pig-man. 23 According to R1chards, the two 
terms have interacted and have created a new reality; however, 
this entity is not an object, but rather an idea -- a percep-
tion of experiential reality. Metaphor creates this new 
reality by as~ing the reader to accept an idea which cannot 
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be logically true: a man cannot be a pig. This incompati-
bility creates tension, but because of some similar charac-
teristics between that man and a pig, the metaphor can be 
accepted • . In a literal comparison, if there are incompatible 
features, they are ignored: in a metaphor or a simile, "cer-
tain incompatible features are transferred to the definition 
matrix of the other word" 2 ~ and a new entity, or perception, 
is formed. If metaphor and simile are invoked deliberately, 
the poet 25 is intensifying the language's activity and is 
stretching it and causing man to be aware of new areas of 
reality. 26 
It is not the words in the similes which are important 
to Faulkner. It is the experience which lies behind the words 
that is of paramount importance. As he says: "I prefer si-
lence to sound, and the image . produced by words occurs in 
silence. That is, the thunder and music of prose takes place 
in silence." 27 His characters often illustrate this view. 
Ike Mccaslin in "The Bear" goes through his father's ledgers 
and hence goes through words to find the truth,. but the real 
truth is beyond the words. Addie Bundren in As I Lay Dying 
says that "a word is just a shape to fill a lack." 28 Quentin 
Compson, in Absalom, talks in "notlanguage" ·about "notpeople" 2 9 
and Shreve co:mnients to Quentin that "you were not listening, 
because you knew it aZl already, had learned, absorbed it al-
ready without medium of speech somehow from having been born 
and living beside it, with it, as children wiZl and do: as 
that what your father was saying did not teZZ you anything 
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so muah as it stuak, word by word, the resonant strings of re-
membering." 30 
These types of statements have caused critics to corrunent 
on Faulkner's theory of language. Lilly states that Faulkner 
has an interest "in achieving the illusion that the actual 
words on the page hint at a purer, wordless language beyond 
the edges of the actual poem," 31 and Larsen expands this by 
stating, "Words are a barrier to the conveying or sharing of 
experience, because they are not a recreation of a feeling or 
experience but ..• a substitution for it. The thing itself 
is incommunicable, can only be shared, not stated." 32 It is 
not the words to which the readers respond, it is the experi-
ence created by the words that is important. 33 This is essen-
tially a metaphoric function of language, like the work of the 
metaphor or simile, going beyond the limits imposed by the use 
of literal language and providing insight into abstract, ex-
perienced reality. As Berggren states, "While the fixed mean-
ings of literal and logical discourse might be practically or 
intellectually useful, only the fluidity of poetic metaphor 
can reveal the concrete physiognomy of the experienced world." 34 
The bulk of Faulkner's fiction is centered in one lo-
cale, Yoknapatawpha County, Mississippi. It is his postage 
stamp of native soil that he knew well arid peopled with -gen-
erations of families. These people were important to him 
he enjoyed creating characters who were so real that they 
stood up and cast shadows, but many of these characters, es-
pecially in the earlier works, were disillusioned. Because 
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of their disillusionment, they search but never find a solu-
tion for their problems. In his treatment of characters, 
Faulkner uses the simile with especial talent: the similes 
used in connection with the characters not only reveal to 
the readers what the characters are like (for example, Sutpen 
is like a rock, Colonel John Sartoris is like a hawk), but 
they also give an indication of the degree that these charac-
ters are stationary and the anguish of their searching. Rosa, 
who is like a child, is frozen in her past and will need to 
search much harder than a character like Mr. Compson, whose 
conversational use of similes, referring to life as a drama 
which he views from a distance, indicate that he is not limit-
ed by his experiences and will be capable of functioning. 
Although Faulkner's works are usually placed in one lo-
cale, he did not think that his books were simply books of 
the South. As he said, he was not writing about the South, 
but he used it for he knew it best: "The one Iarea] I know 
is probably as good as another, life is a phenomenon but not 
a novelty, the same frantic steeplechase toward nothing every-
where, and man stinks the same stink no matter where in 
time." 35 Thus, although the characters which Faulkner cre-
ates function in specific circumstances, he writes of the 
human condition: he metaphorically puts the abstract into 
concrete terms to show his themes -- love, honor, heritage, 
misunderstanding, and pride. "It is," as Goheen states, "in 
great measure through the patterns of imagery which the poet 
has created to convey and support his theme that we can know 
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what that theme is, and it is through these patterns that we 
are led to share in the subtler insights and to feel some of 
the deepest human implications which the poet has built into 
and upon his theme." 36 
The popular opinion which says that Faulkner never re-
wrote or revised his material is ill-founded, for he made 
many revisions of such works as AbsaZom and A Fable, endeavor-
ing to improve upon his work. Winn notes that he had four 
ways of revising, and although it often seems to be stylistic 
changes which Faulkner makes, most of the time the revisions 
"strengthen meaning as well by sharpening the characterization, 
complicating the plot, or shedding light on the theme." 37 
Although Faulkner disavowed being a stylist, he was aware of 
the intrinsic unity of a work and often strengthened it by 
chains of similes which hold the work together and help with 
characterizations, themes and plot. An example of this is 
the chain of similes likening Mink Snopes to a child. These 
not only unify the entire work but they also show the disad-
vantages a character like this would have striving to find 
justice (one of the minor themes of the book), when pitted 
against his ruthless .cousin. Murry believes that it is such 
a succession of subtly related images that show the greatest 
mastery of imagery. 38 
An examination of three of Faulkner's novels shows how 
the idea of search and the simile are related for William 
Faulkner in characterization, in plot and theme, in unity, 
and in the nature of the simile itself, resolving the unknown 
by the known and creating a new way of looking at life. 
Faulkner once said, "I think that the moment in the book, 
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the story, demands its ·own style and seems to me just as 
natural as the moment in the year produces leaves." 39 And 
when the moment calls for a search for meaning, it also, 
metaphorically, calls for similes to expand the area in which 
the characters can search. 
CHAPTER II 
Sartoris 
Sartoris, printed in 1929, is the story of the Sartoris 
family of Jefferson, Mississipi, which has lived through the 
Civil War and has passed on its aristocratic heritage to its 
progeny. The oldest members of the family are old Bayard 
Sartoris, and his aunt, Jenny Sartoris Du Pre. Old Bayard 
lives in his own world, blanketed in his deafness and cling-
ing to the pleasures of the past: riding horseback; refusing, 
until the return of his grandson, to get into a car; and 
drinking toddies. Aunt Jenny is even older than Bayard, but 
is a very spry, domineering woman. She enjoys the past, re-
peatedly telling the story of the death of her brother, 
"Carolina Bayard," glorifyin~ his raiding a Yankee camp for 
coffee and anchovies. 
Into their lives abrupts young Bayard, old Bayard's 
grandson, returning home from the European theater of World 
War I. He and his twin brother, John, had gone over, but 
only Bayard comes home. After being nurtured on Southern 
beli~fs which exalted the glories of war, and having Jenny's 
stories infused into his blood, the agony and hate which he 
witnessed in Europe make no sense. He cannot adjust to the 




and he, along with his dream, is shattered. Faulkner once 
commented on World War I aviators such as Bayard, saying that 
when they returned they were "·dead, they had exhausted them-
selves physically • • . they were unfitted for the world that 
they found afterward. Not that they rejected, they simply 
were unfitted, they had worn themselves out."l 
Trying to find either meaning or oblivion, young Bayard 
rides an untamed stallion, falling from it and injuring him-
self. Despite the doctor's orders to return home, he gets 
quite drunk, and goes for a drive in his car. He, Suratt, 
and Hub go to Hub's home, drink some more, and, taking a jug 
of whiskey with them, return to the road. After picking up 
several negroes, ·drivin~ so rapidly that all are frightened, 
and serenading the single women in Jefferson, Bayard is 
stopped by the sheriff. 
He had earlier met Narcissa Benbow, a 26-year 'old friend 
of Aunt Jenny's, and a strange relationship soon develops. 
Narcissa, usually very quiet and proper, is frightened and 
nervous around this desperate young man, whose brother she 
had . loved from afar; however, she goes to nurse him and read . 
to him after a car crash immobilizes him for the summer. 
Narcissa is not only concerned about Bayard, but also 
about her brother, Horace, who has returned from Europe where, 
during .the war, he served with the YMCA. Horace has brought 
back a glass-blowing machine with which he tries to make per-
fect, chaste glassware. When he succeeds in making a vase, 
he apostrophises it, "Thou still unravished bride of quiet-
16 
ness," much as he does his sister. But although Horace's 
and Bayard's war experienc~s are not identical, Horace, like 
young Bayard, is unsatisfied with his life and searches for 
meaning with the glass-blowing machine and seeks a type of 
annihilation in his affair with Belle Mitchell, the decadent 
wife of a neighbor. Horace's role in this book is slight 
{it is much greater in Flags in the Dust, the volume from 
which SaPtoPis was extracted), but · he is similar to young 
Bayard whose world has been shattered by the war and the 
changes which it wrought. 
Despite the changes, however, Bayard turns from trying 
to destroy himself to working with the land and producing a 
harvest. He also marries Narcissa. He seems at peace, but 
his wife realizes that this cessation of despair is only tem-
porary, for he is doomed to grief. After the harvest, he re-
sumes his fool-hardy driving, accompanied by his grandfather 
who mistakenly believes that if he is present, Bayard will 
not drive so recklessly. During one of their drives, Bayard 
nearly crashes into another car, but misses it and catapaults 
over a bank. He is unharmed, but old Bayard, who suffers 
from a bad heart, dies. Feeling guilty for yet another 
death, young Bayard leaves without notifying Jenny or Nar-
cissa, and goes to the MacCallums' home for several days. 
Mr. Maccallum and his six grown sons live several miles 
from town. Here, their lives are peaceful and unrushed and 
natural. They accept Bayard's presence without questions 
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and allow him to stay with them as long as he likes. While 
there, he enjoys the pleasures of drinking homemade whiskey 
and hunting with the hounds~ Although he is surrounded by 
the peace which he craves, he is unable to make it his, and 
finally he leaves before the MacCallums hear of the death of 
old Bayard. He wanders throughout the world and finally 
kills himself testing an airplane. The same day, Narcissa 
bears his son, Benbow Sartoris. The book ends with Narcissa 
staying at Sartoris and living there with Miss Jenny. 
Sartoris is divided into five parts and 25 chapters, but 
within the chapters, there are 75 divisions, set off typo-
graphically from each other, each containing subject matter 
dealing with a discrete topic. In these sections, the ratio 
of simile density varies greatly from 1:36 to 1:1683, with an 
average for the entire book of 1:262. Seventeen of these sec-
tions, interesting in their diversity, profitable for discus-
sion, and chosen ~or their relativ~ density 2 were selected 
for deeper analysis. 
Within these seventeen sections fall the majority of the 
passages which the reader would expect to deal most intensely 
with a striving to make the present reconcilable with the 
past: Bayard's horse and car rides; his trip to the Mac-
Callums'; Jenny's Civil War tales; Horace's talk of the war 
and peace, and his encounters with Belle Mitchell; and old 
Bayard's writing the names of his dead descendents in the 
family Bible. But also within these sections come incidents 
which do not deal with a search: Byron Snopes's watching 
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Narcissa's window, and Jenny and Bayard's trip to Memphis to 
see a specialist about his wen. Missing from this group are 
passages which one might expect to deal with a search: the 
car crash which immobilizes Bayard and the plane crash which 
kills him. 
Of the seventeen dense sections, fourteen are intimately 
connected with the idea of striving to reconcile the expecta-
tions, raised by the memory of the past, to the realities 
which are perceived in the present. These will be analyzed 
first. 
Young Bayard is the character in this novel who is 
searching the most openly. He has lost his beloved brother 
actually seen his twin die in action -- and feels that he is 
somehow responsible for his death. He is torn and anguished, 
but returns to his home, Sartoris, which brings back more 
memories to haunt him and prod him into action (1:188). He 
searches for ways to find relief from his thoughts. One of 
these is the car he buys from Memphis which figures promi-
nently later as he drives madly through the countryside (1: 
133). Another is an unbroken stallion which he recklessly 
tries to ride (1:178). His search later takes him to the 
Maccallum home (1:182, 1:128 3 ). 
Horace Benbow's searching for a meaningful life is also 
linked with dense passages: his talk of the glass-making 
which he links with the past (1:88); his talk of peace (1: 
36); his discussion of Belle (1:174); and his subsequent 
meeting with her and her husband (1:190). His marriage 
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does not assuage his lost feeling as is evidenced in his let-
ter to Narcissa (1:117). 
However, it is not only the young who are searching. 
Members of the older generation are also, and when they 
search, the passages are thick with similes: old Bayard's 
learning of his grandson's soon return (1:127) is troubled 
and uneasy since he is not sure how his namesake will react 
to the world in which he finds himself; old Bayard's going to 
the attic to take care of the past, recording the names of 
his young relatives who have died (1:114); Jenny's telling 
tales of reckless bravado, and changing the characters from 
foolish children into magnificent.heroes so that she, despite 
her loss, can see meaning in her past (1:137); and Jenny's 
declaring that Narcissa's child's name will be John, hoping 
to guarantee that he will not be doomed to grief as was · his 
father (1:108). 
Although the majority of the seventeen sections which 
are denser than 1:200 deal with a search, there are three 
passages which do not: Byron's thwarted affair with 
Narcissa (1:185, 1:47) and Bayard and Jenny's trip to see 
the Memphis specialist (1:139); however, these do not 
threaten to destroy the hypothesis that a search is charac-
terized by similes. 
Byron's lust for Narcissa denotes no such search, yet, 
in one passage there is a ratio of 1:185, and in one other, 
nearly a record of 1:47. However, in neither of these 
passages are the similes especially assertive. Rather, 
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expectedly, Byron is likened to an animal, and the denser sec-
tion is composed mainly of Byron's love letter to Narcissa: 
"' . a smell you give off like a flowr ... ~ and how you 
walk makes me sick like a fevver ..•• Your lips like cupids 
bow when the day comes when I press it to mine. Like I 
dreamed in a fevver from heaven to hell.'" 4 None of the simi-
les are very original: they seem to be present only for the 
sake of making the letter a conventional love letter. But, 
more importantly, both of these passages are extremely short, 
only one page apiece, so no real pattern emerges as it does 
in the longer passages which deal with search. 
A harder problem is posed by the passage which deals 
with old Bayard'·s trip to Memphis (1:139). Prior to this in-
cident, he had a wen which he refused to have excised. In-
stead, he allowed Will Falls, a friend of his father's, to 
put a secret salve on it. This upset the young Dr. Alford, 
and he rushed old Bayard to Memphis . to see a specialist. When 
the specialist sees old Bayard, he touches the blackened wen, 
noting that he should have it taken care of professionally. 
At his touch, it falls off, exactly on the day that old man 
Falls had predicted. This incident, dense though it is, has 
nothing to do with a deep search. However, it does illustrate 
the past and the pre~ent (which are vital ' to all search in 
Sarto~is) and shows how the old ways can triumph in the hands 
of those who believe in their efficacy. 
If search and simile are related, as has been indicated, 
then the times when Bayard is actively searching should be 
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dense with simile. But what of his car crash? Wasn't he 
looking for something at this juncture? Yet the passage has 
a ratio of only 1:476. In the car crash, one does not wit-
ness his search. One does not see his frantic drive, for 
that would only be a repetition of his drive with Hub and 
Suratt; instead, the reader, along with two negroes, discov-
ers Bayard in the creek after the crash. Since all that is 
observed is the aftermath of the searching, not the search 
itself, it is not surprising that there is not a greater den-
sity of similes. And what of Bayard's plans to test the air-
plane? Isn't he intensely looking for some thrill to fill 
his life? But the ratio is only 1:329. Before Bayard 
crashes the plane, he had been wandering, but had found no-
thing -- neither peace nor. understanding -- and he finally 
decided to end his life. Soon he .will have what he wants: 
either union with John or else oblivion. There is no longer 
any search, for he has decided to kill himself. 
Quantity and placement of similes are important factors 
to consider when analyzing Faulkner's use of the simile, but 
these are not the only aspect of his work which should be 
studied. Similes, in general, may have the function of en-
larging reality, but what of specific similes? Goheen notes 
that imagery helps "point up the progress of the action and 
develop meaning essential to the whole," 5 and Campbell and 
Foster mention that, among othe~ things, Faulkner's poetic 
imagery is used to portray character and to "carry signifi-
cant parts of the main narrative through structural re-
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frains." 6 And when the similes are from the pen of William 
Faulkner, the reader will often find them bound up with the 
idea of search. 
In Faulkner's novels, the themes and plots are so close-
ly interwoven that to study them separately would prove to be 
redundant. In Sartoris, the plot revolves around Bayard's 
struggle to find a viable relationship to his heritage, and 
his inability to find one; the themes of the book are 
Bayard's violent heritage and its antithe~is, the unattain-
able peace. Because of this unity, the themes and plot will 
be studied as one entity. 
The idea of a search implies that man has free will --
he has choices which he can and must make, but Bayard's re-
action to his background seems to hold him stationary. He 
cannot make the choices, for his past has decided his future 
and his reactions to situations. Determinism has taken a 
strong hold upon him and instead of looking to a meaningful 
future, he can only gaze with longing on a past which he can 
no longer possess. He feels compelled, driven, to measure up 
to the glories of his past, but strangely enough, his history, 
in a way, precludes meaningful action on his part. Except 
for the first Bayard, "Carolina Bayard," it is the progeny 
named John who are the inheritors of a tradition of aristo-
cracy combined with a fierce, independent, devil-take-the-
hindmost attitude, while the Bayards feel compelled, against 
their will, to uphold a formalized tradition which has no 
r~al meaning for them. 7 (Witness old Bayard's avenging the 
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death of his father, Colon.el John Sartoris, in The Unvan-
quished.) Bayard had always had a guide by which to measure 
his actions, but the war has shattered this system and there 
is nothing to take its place. To him, the aristocratic code 
is unnatural and thus, once destroyed, cannot regenerate. 
The Civil War heritage that young Bayard must face is 
presented most graphically in the imagery of war, fighting, 
and associated military images. The entire family is asso-
ciated with this military stance for, according to the narra-
tor, the name Sartoris itself has the sound of death in it 
"and a glamorous fatality, like silver pennons downrushing at 
sunset, or a dying fall of horns along the road to Ronceveaux" 
{p. 303). 
This two-fold simile well-illustrates the Sartoris fami-
ly. The pennons themselves would indicate that the family 
has a heritage -- a standard to bear: a pennon will not be 
carried by one who is ashamed of his past or is trying to 
hide from his enemies. The silver of the pennons would per-
haps be ·indicative of the nobility of the family. But these 
small flags are not held high. It is sunset -- a typical 
poetic metaphor for the end, death and they are rushing 
downward to their fall, as is the Sartoris family. The horns 
on the road to Ronceveaux refer to Roland, hero in The Song 
of Roland, a medieval romance. Roland, because of his pride 
and stubbornness, is made a rearguard in Charlemagne's army. 
The pagan Spaniards, to avenge a friend, plan an overwhelming 
attack on the . guard with the purpose of killing Roland and 
his followers. Roland, with orders to sound his horn for 
help in case of trouble, refuses to do so because of his 
pride. His army is entirely destroyed and with his last 
breath, he sounds the oliphant and brings the main body of 
Charlemagne's army back to Spain to subdue the pagans. All 
of the S~rtorises have characteristics similar to Roland --
they would rather die than give up their pride and call for 
help or surrender. Thus, Colonel John dies and old Bayard 
faces death to av,enge him. Thus Carolina Bayard is killed 
on a raid to procure anchovies. Thus young John is killed 
and young Bayard feels that he also must face death. 
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Many individual Sartorises are referred to in terms of 
war and associated images, emphasizing the heritage which 
causes Bayard's failure to find any meaning in his life. 
Jenny, the aunt who relates the impressive tales of her bro-
ther's activities in the War (from a foolish prank to steal 
anchovies, the story becomes the focal point of human his-
tory) is often mentioned in military terms: when she blushes 
"her cheeks were like banners" (p. 239); she sits "erect as a 
crack guardsman" (p. 168}; and when relating the story of her 
dance with General Pope, her voice is "proud and still as 
banners in the dust" (p. 32). Even Narcissa notes that Jenny 
looks "'so much more like a soldier than poor Isom'" (p. 61) 
in his beloved uniform. Old Bayard is also included in this 
type of imagery, but not as strongly as is Jenny. When 
Bayard and Jenny discuss Bayard's using old man Falls' salve, 
they stop from time to time "as though by mutual consent, 
both parties still firmly entrenched" Ias though in battle] 
(p. 196). 
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This military bearing extends itself even to those around 
the family, and seems tope~meate the entire South. The spec-
ialist has absorbed some of the feeling, fqr he moves "with 
arrogant, jerky motions, as though he were exercising with a 
smallsword" (p. 197). Simon, one of the Sartoris' negroes, is 
also described in military terms. At Thanksgiving, he watches 
the guests "like an eagle-eyed general who rushes reserves to 
the threatened points, pressing more food upon them as they 
faltered" (p. 240). He stands "somewhat as Caesar must have 
stood looking down into. Gaul, once it was well in hand" (pp. 
239, 240). Even the world around the Sartorises is full of 
things that are reminiscent of the war: smoke looks like a 
plume (pp. 126, 271)-, the windows of the jail are "brutal as 
saber-blows" (p. 137), the sun falls "like a blare of trum-· 
pets into the . hallway'' (p. 275), "redbirds dart •.. like 
arrows of scarlet flame" (p. 270), a ridge is like a bronze 
bastion (p. 248), and the flames "burst like the gay flapping 
of an orange pennon from the nose of John's Camel" (p. 258). 
Even marriage is likened to war when Bayard tells Narcissa, 
'"Everybody ought to get married once, like everybody ought 
to go to one war'" (p. 76). 
Another emphasis of the heritage is made by similes re-
ferring to ghosts or ghost-actors. Inhabiting the Sartoris 
world and keeping the aura of war alive is Bayard's great-
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grandfather, Colonel John Sartoris, who fought in the Civil 
War. The Colonel is an "arrogant shade which dominated the 
house and the life that went on there and the whole scene it-
self" (p. 103). He has been dead a long time, but "freed as 
he was of time and flesh, he was a far more palpable presence 
than either" (p. 19) old man Falls or old Bayard. He is 
evoked "like a genie or a deity" (p. 35) by reminiscences. 
All of the old Sartorises seem to dwell in the house, waiting 
in the corners of the parlor "as actors stand within the 
wings beside the waiting stage" (p. 64), or in the old attic, 
where even the furniture is "like patient ghosts holding 
lightly in dry and rigid embrace yet other ghosts -- a fitting 
place for dead Sartorises to gather and speak among themselves 
of glamorous and old disastrous days" (pp. 85, 86). With 
these ghosts lingering around the house, it would be rather 
difficult for a person as sensitive as Bayard to forget his 
past, because his past is not really past. It is still there 
with him in a dramatic way. His past is present, and the 
realization of this fact keeps him from positive action. 
The effects of rigidly adhering to the code are illus-
trated by mask similes. In tragedies, the gods entirely rule 
a man's destiny, man has a part to play in forming his fu-
ture, or many times, man himself is responsible for his 
destiny. Faulkner thought that man was responsible for the 
outcome of his deeds. His humanism may not have been very 
optimistic, but he did think that man would endure and pre-
v~il. Man could, and had to, make responsible choice: 
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Bayard was the one who had to choose what he would do and how 
he would react. However, Bayard was a product of his envi-
ronment -- of three generations of heroizing. According to 
Hornback, the Yoknapawawpha cycle is united by the theme of 
the "search for individual human freedom to control one's 
destiny in time." 8 In Faulkner's early books, freedom is des-
troyed by clinging to a cyclical view of time. Because of 
their reactions to their heritage, the characters in these 
volumes cannot make responsible actions in the present. 
Bayard chooses to try to retain the glorious stories of war 
(to remain a Sartoris) although he has seen that bloodshed is 
horrid. Since he chooses to remain in the past, he loses all 
freedom of choice and becomes not a living person, but a 
mask. His head, after the accident, becomes "pallid and 
calm, like a chiseled mask brushed lightly over with his 
spent violence" (p. 181), "like a. bronze mask, purged by ill-
ness" (p. 201). Others too have mask-like faces (Dr. Alford, 
p. 90) or are seen as a "carven sexless figure caught in mo-
ments of action" (Bayard's first wife, p. 60). 
The effects of the past are also illustrated with fire 
similes. The Bayards a~e likened to meteors -- one flash and 
they are gone. The differences between them are interesting, 
though. According to Jenny's story, when Carolina Bayard and 
Stuart were in the war, they were "like two flaming stars 
garlanded with Fame's burgeoning laurel and the myrtle and 
roses of Death" (.p. 26), but when young Bayard remembers his 
war, he tells of "ghosts of a thing high-pitched as a 
28 
hysteria, like a glare of fallen meteors on the dark retina 
of the world" (p. 113}. Carolina Bayard's career that "swept 
like a shooting star" (p. 310) left a radiance when it died, 
but this radiance simply burned up life for young Bayard. 9 
According to Jenny, Stuart's curls "appeared as _ gallant 
flames · smoking with the wild and self-consuming splendor of 
his daring" (p. 28), but what was left was only ashes -- the 
smell from the trunk where the family relics and treasures 
were kept was a "scent dryly and muskily nostalgic, as of old 
ashes" (p. 86), and the Bible which recorded the history of 
the family had a "texture like that of slightly moist wood 
ashes" (p. 87) • 
If the past is not a living entity, but is dead and its 
ways only adhered to for ·the sa~e of propriety and custom, it 
can cause one to lose his identity and even, ultimately, his 
life. In the introduction to The Mansion, Faulkner says that 
"'living' is motion and 'motion' is change and alteration and 
therefore the only alternative to motion is un- motion, stasis, 
death." Although Bayard is constantly in physical motion, he 
has been psychologically dead since the moment that ·John's 
death destroyed_ the old glorious myths. When Faulkner was at 
the University of Virginia, he discussed three types of peo-
ple: the stoic who says "This is terrible, but we can bear 
it"; the Christian who says, "This is dre.adful: I won't 
stand it, I'll do something about it"; and the Promethian who 
says, "This is dreadful, terrible, and I won't face it even 
at the cost of my life. 1110 Bayard is one of the last. He 
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has lost the ability to change, even when exposed to a wil-
derness setting, and thus he must die. His wife, Narcissa, 
on the other hand, also appears not to move, but her still-
ness is her strength. She, in Sarto~is, is a sort of calm, 
quiet earth mother, and in accepting and offering her quiet-
ness and peace, moves in harmony with nature. 11 Miss Jenny 
is the embodiment of the past and is also its high- priestess, 
but she is able to accept the present in the form of the car 
that Bayard brings from Memphis, and thus she can move and 
live. 12 The peace which is obtainable if one can reconcile 
past and present, as do Jenny, the MacCallums, old man Falls, 
and Narcissa, is contrasted with the torment and frustration 
experienced by Bayard. 
Against the war, the ghosts, and the· flames with which 
Bayard struggles, the reader finds the soft, lovely images 
of the present with which they contrast so vividly. Instead 
of the ghosts which one sees at Sartoris, there are auras and 
odors which seem to exude from Narcissa -- "a sort of constant 
coolness like that of a faint, shady breeze •.. leaving •.• 
like an echo that cool serenity" (p. 120), tranquillity "like 
a visible presence or an odor or a sound" {p. 98), perhaps 
"like the odor of jasmine" (p. 150). She may have inherited 
this characteristic from her mother who "'had been removed 
from their [Horace's and Narcissa's] lives as a small sachet 
of lavender might be removed from a chest of linen, leaving 
a delicate lingering impalpability" (p. 152). 
The sounds of a peaceful, natural world contrast to the 
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chaos in which young Bayard dwells: the "fairylike piping of 
young frogs" (pp. 49, 1251 "like endless silver small bubbles 
rising" (p. 49) and "whipporwills . like flutes tongues 
liquidly" (p. 128) fill the air. The sensuous nature of this 
life is further shown when smells are likened to sounds to 
produce the synaesthetic affect of jasmine filling the house 
"with constant cumulate waves like a fading resonance of 
viols" (p. 167). 
Many analyses of Faulkner's views of civilization have 
been written and the conclusion usually is that the aristocrats 
could not formulate a working tradition; hence, Faulkner sym-
pathized with the primitives and felt that this vanishing 
order had the keys to h~ppiness and meaningful lives. 13 These 
uncivilized yet noble people are exemplified in the MacCallums 
who are natural and flexible ("saplinglike," p. 268). Their 
organic relationship with nature brings peace, a peace which 
is emphasized by the frequent simile of bells. The "bell-
like uproar" (pp. 249, 254) that the hounds make 11 floated up 
from the night and seeped .•• into the room" (p. 254), the 
"bell-like tone·s quavered and· swel_led and ·echoed among the 
hills" (p. 265), and the "dogs' voices rang among the hills, 
long, ringing cries fading, fa~ling with a quivering sus-
pense, like touched bells or strings, repeated and sustained; 
by bell-like echoes repeated and dying among the dark hills 
beneath the stars, lingering yet in the ears crystal-clear" 
{p. 2661. Here in the comparative wilderness, peace and 
flexibility can be learned which can combat the destructive 
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inflexibility and stasis of society. Here one can learn the 
proper attitude towards one's fellow men. 14 
Closely related to the portrayal of theme is the por-
trayal of character. A good portion of Jenny's and Narcissa's 
roles and characters have already been studied, but what is 
further revealed through the use of simile about the charac-
ters of such major figures as young Bayard and Horace and 
about numerous of the minor characters -- about their search, 
or lack of it, and about the impediments to a successful 
search -- bears further analysis. 
Although the negroes are prominent only in the peripheral 
concerns of the book and not in the main plot at all, they are 
some of the most amusing characters in this novel: Caspey, 
who returns from the war determined that the white man no 
longer is go~ng to walk over him since he was in Europe de-
f ending freedom (his war experience was a series of flights 
from duty to pleasure); and his father, Simon, who uses church 
money, intrusted to him, for wenching, subsequently finagles 
old Bayard into paying the money to an irrate delegation when 
it arrives. The negroes are not searching for any meaning in 
their lives. They are simply living, depending on the white 
population for food, shelter, and work. The sections which 
deal with them are relatively free of similes {1:202, 1:237, 
1:360, 1:476, 1:499, 1:1241, 1:1530}, but yet the similes 
which refer to ·them are quite revealing. They are often 
equated to animals 15 and these animals would not be striving 
to understand life. Hounds, birds, rats, and apes are the 
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common figures for the negroes. Isom stands ''like a leashed 
hound" (p. 77) beside the car, and is earlier described as 
being as "lean as a hound" (p. 32). His mother, Elnora, is 
described as having "shanks ••• straight and lean as the 
legs of a tall bird" (p. 24), while her father, Simon, is 
seen listening at the doorway, standing "like a disreputable 
and ancient bird in the dark hallway" (p. 195). This simile 
brings to mind another time when, under Jenny's sharp tongue, 
Simon's "head bobbed lower and lower and the fine assumption 
of detached preoccupation moulted like feathers from about 
him" (p. 4 7 ) . 
His rather primitive nature is shown when old Bayard 
watches his "apelike head" (p. 191) and when he thrusts "his 
head around the door, like the grandfather of all apes" (p. 
201).· His closeness to the animal world is also seen in his 
relationship to the Sartorises' horses. He talks to· them in 
"a steady, loverlike flow" (p. 21) and his attention makes 
them acquire beauty "like a ·caressed woman" (p. 21). 
Another character in the story is likened to an animal --
Byron Snopes. Snopes is driven by his lust for Narcissa and 
his lust for money, and does not have strong intellectual 
powers; thus, his main characteristic is being like an ani-
mal. Before breaking into Narcissa's home, his eyes dart 
"this way and that, covert and ceaseless as a cornered ani-
mal," (p. 217) which is a definite recounting of the first 
time he waited outside her home, "darting from beneath his 
hidden face covert, ceaseless glances, quick and darting, all-
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embracing as those of an animal" (p. 1351. When he breaks in 
and steals the letters that he wrote to Narcissa, he lies on 
her bed, "making smothered, animal-like meanings" (p. 217). 
Old Bayard is a fascinating character who clings to the 
past and tries to make himself oblivious to the present. He 
had, at one time, the freedom to choose and he chose the past. 
The past has closed in on him and has taken away any opportu-
nity to live in the present or future. But he has not had to 
struggle to reconcile war and peace, for he was born too late 
to fight in the Civil War and too early to be involved in 
World War I. Thus, he can, without much conflict, live in 
peace with the past, and live without changes. He is "rock-
like" (p. 195) and stan~s up to Jenny's raging. However, at 
times the present encroaches into his life, and he becomes 
not anguished, but confused and stubborn. While waiting for 
Bayard to come and get him in the car, he is, according to 
the bank cashiers, trompling and thumping around "like· he was 
fighting hornets" (p. 83). When Jenny and Dr. Alford take 
him to Memphis, against his will, he protests profanely "like 
a stubborn and bewildered ox" (p. 196) and acts like "a sullen 
small boy" (p. 196). His contact with the present doesn't up-
set his equilibrium, but rather simply annoys him. The past 
is fine and secure and he wants to be able to continue to re-
treat there. 
But members of the younger generation are unlike him. 
Bayard and Horace, who had been destined to live in close 
relationship to the past, but due to the war have had their 
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inheritance wrenched from their hands, must strive to somehow 
make the present meaningful for themselves. 
The two ways that Horace spends his time illustrate his 
preoccupation with the past and the present: the glass-blow-
ing machine and the glassware which he creates represent the 
past, and his present is shown in the person of Belle Mit-
chell. The glass is likened to that which is transient, tem-
porary: "demure and fragile as a bubble" (p. 170), "fragile 
as a silver lily and incomplete" (p. 146}. Belle, on the 
other hand, is artificial and sinister, "like a rich and fatal 
drug" (p. 210). Her eyes are like hot-house grapes (p. 155), 
and her hand is "like mercury in his palm exploring softly" 
(p. 155). She is "like a great, still cat" (p. 163) whereas 
Horace himself is rather helpless. He does not have his own 
.volition, but always must play the part assigned to him "like 
the old actor whose hair is thin and whose profile is escaping 
him via his chin" (p. 163). When he is with Narcissa, he is 
like a child (pp. 139, 147) needing to be taken care of and 
babied. The simile likening him to a sleepwalker (p. 139) 
also emphasizes this. 
Young Bayard, as the main character in the book, has 
numerous similes which delineate his personality. His doomed 
destiny, his lack of freedom in the world to which he re-
turns, is shown in the similes of masks (mentioned above), 
metal, and coldness. He grips a negro's shoulder "with a 
clutch like steel hooks" (p. 175) and Narcissa, endeavoring 
to free her wrist from his grasp, finds that her efforts are 
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futile for "his fingers were like steel" (p. 206). He is 
lacking in compassion for others because of his anguish and 
cannot experience their pain or feelings due to his frozen 
emotions. Several times he and his surroundings are likened 
to ice: his "alcohol-dulled nerves radiated like threads of 
ice" (p. 138}, his "nose was like a lump of ice" (p. 257), 
"his hands were like ice on his ribs" (p. 259) and when he 
is thinking of John's death, even the air is "like slush ice" 
(p. 259). He has no power to combat this coldness creeping 
into his body and soul: "the gray chill seeped into him like 
water into sand, with short trickling runs; halting, groping 
about an obstruction, then on again, trickling at last along 
his unimpeded bones" (p. 259). 
When an author creates a work of art, he usually endeav-
ors to create not only a portrayal of the world, but also an 
·artistic rendering of that world. He wishes to show some 
unity and coherence in his work. One structuring device which. 
Faulkner uses is imagistic chains. These chains of images can 
serve several purposes: such chains have already been ana-
lyzed in the sections of this chapter dealing with plot and 
themes, and character portrayal, but they can also emphasize 
likenesses in the experiences of various characters and thus 
show similarities in them and/or their quests. The chains 
dealing with .hawks, the bronze images and the swimmers do 
this. 
Colonel John Sartoris is mentioned three times as having 
a bearded, hawklike face (pp. 19, 26, 103} and old man Falls, 
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while recounting ·a horse race between the Colonel and another 
soldier, mentions that "'they went off together like two 
hawks'" (p. 186). Of course, hawks are associated with nobi-
lity, as are the Sartorises, but they are also associated 
with loving the hunt and the kill. Bayard, who has inherited 
the facial characteristics -- his face has "hawklike planes" 
(p. 50) -- can make no sense out of the heritage of violence. 
These similes not only show the irony of Bayard's life, but 
also help show the unity of past and present. Each time men-
tion is made of a hawk, it reminds the reader of the past 
which Bayard has, and has repudiated, and thus, without an 
overt mentioning of it, keeps this idea in the reader's mind. 
Eight similes in Sartoris deal with bronze and seven of 
them occur in reference to Bayard or Horace in times of their 
search: the horse which Bayard tries to ride is likened three 
times to bronze: before he mounts it, it stands "like a mo-
tionless bronze flame" (p. 115) and when he mounts, the stal-
lion soars "like a bronze explosion (p. 117), "like bronze 
unfolding wings" (p. 118). Later, Bayard himself is likened 
to bronze -- when he is recovering from his car crash, his 
face is "like a bronze mask, purged by illness" (p. 201). 
And surrounding him is one bronze image: on his way to the 
MacCallums' home, there is a ridge "darkling like a bronze 
bastion" (p. 248). 
Horace, speaking of the glass-making, which was an im-
portant symbol for his past, likens the creations of the 
European glass-makers to bronze (p. 147), and also notices 
that, as he struggles to reconcile war and peace, that the 
canna lilies are "bronzelike" (p. 150). 
The process of making bronze consists of heating two 
metals (usually copper and tin) to make an alloy. It could 
be said that Bayard and Horace are being· put under stress 
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(similar to the heat) and are trying to fuse their past and 
present (the copper and tin) to proauce something valuable, 
but neither of them is able to succeed in this attempt. Per-
haps this is pushing .the analogy too far: nevertheless, the 
fact that these images recur in the same type of situation 
is indicative of a unifying process being applied. When the 
reader sees the word bronze, somewhere in his mind, he will 
realize th~t he has seen the term frequently and will link 
the passages together . 
. Another smaller but important framework is built up with 
the swimmer chain. This chain, involving three links, seems 
to unite the experiences of Horace and Bayard also. It il-
lustrates the fact that neither is able to make any progress 
in his life. In Bayard's case, he is drowning in the memory 
of his brother (p. 54). With Horace, the sea in which he is 
swimming is related to a woman, either the sweet affection of 
Narcissa (p. 149) or the drowning power of Belle (p. 210). 
The anguish which is so notably Bayard's throughout the novel 
is, by this association, transferred to Horace. 
It has been shown how Faulkner uses the motif of search 
throughout Sartoris, emphasizing· it through the use of the 
simile: in density to show a heightened awareness and 
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struggle to see .relationships; in illustration of themes 0£ 
the past and the present; in portrayal of characters, bereft 
of their will power to create a meaningful life, and in uni-
fying his work. But although he used the simile powerfully 
in Sartori~, his mastery of it increased in his most meta-
phorical novel, AbsaZom, AbsaZom! 
CHAPTER III 
AbsalomJ Absalom! 
Essentially, Absalom~ Absalom! is the story of four nar-
rators telling of Thomas Sutpen, his plan for revenge, and 
their struggle to understand its meaning for their lives: 
they see that Sutpen's fall is similar to the fall of the en-
tire South and occurs for many of the same reasons. 
Sutpen is born into a poor hill farmer's family. After 
the death of his mother, his family finds its way down into 
the plains where his father becomes a sharecropper. One day, 
his father asks him to give a message to the landowner and 
young Sutpen, innocent of all class distinctions, knocks on 
the front door. Shocked with the rebuff he gets from the 
negro doorman, he flies to the woods to think. While there, 
he determines to make right the wrong done to him, but to do 
this he realizes that he will have to acquire the proper 
weapons -- wealth and respectability -- so th_at when a name-
less boy knocks on his front door, he can open it and let him 
in. 
Sutpen believes that the West Indies offers him the best 
opportunity to ~cquire wealth rapidly, so he goes there. He 
becomes an overseer on a sugar plantation and marries the 
owner's daughter after quelling a slave rebellion. So~e time 
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after the birth of their son, Sutpen discovers that his wife 
is part negro. Because a negro son and wife would destroy 
any hopes for the attainment of his grandiose dreams, he re-
pudiates his family; however, he leaves them his wealth. He 
then moves to Jefferson, Mississippi, buys 100 miles of land 
from the Indians and begins to build a large mansion with 
the· help of Haitian slaves and a Parisian architect. To gain 
respectability, he marries Ellen Coldfield, the daughter of 
a Baptist deacon. They have two children, Henry and Judith. 
After a time, Henry goes to the University of Mississippi 
where he meets a young man, Charles Bon, who is several years 
older than himself. He is attracted to Bon and they become 
friends. After meeting Bon at Christmas, Ellen begins to 
ma}~e wedding plans for Judith and Bon, but Sutpen pulls Henry 
aside to talk to him, and ~fter his talk, Henry and Bon 
leave precipitously. 
The Civil War comes. Sutpen goes to fight, leaving Wash 
Jones, an old man who lives at a fishing camp on Sutpen's 
property, to care for his wife and daughter. Ellen dies, and 
Judith and Clytie (Sutpen's daughter by a slave) manage· with-
out her. 
During this time Bon and and Henry also join the army, 
but Henry's mind is involved with a personal problem: when 
Sutpen talked to him at Christmas, . he had revealed that Bon 
was Henry's half-brother, but before this, Henry had been 
advocating marriage for Bon and Judith. He struggles with 
the idea of incest and finally rationalizes it away. But 
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when Sutpen later tells Henry that Bon has negro blood, Henry 
shoots Bon at the gate of Sutpen's house, the Hundred, to pre-
vent miscegenation. Thus, Sutpen gets rid of his black son, 
but he also ruins his dream. Here is the boy on his porch 
asking for recognition, but he does not acknowledge him. By 
failing to recognize his son, all hopes for a dynasty are 
irradicated: Henry leaves home and Judith remains a spinster. 
Rosa Coldfield, Judith's aunt who is two years her jun-
ior, comes to live at the Hundred after Bon's death, and 
upon Sutpen's return, they become engaged. However, when he 
later suggests that they produce a male heir before the wed-
ding, Rosa leaves, greatly shocked. Sutpen subsequently 
seduces Milly Jones, the sixteen-year old granddaughter of 
Wash Jones. When her girl-child is born and Sutpen has no 
plans to support Milly or the child, Wash kills Sutpen with 
~ scythe, and later, on the same day, kills Milly, the child 
and himself. 
Nevertheless, life continues at the Hundred. Clytie 
goes to New Orleans and brings back Charles Etienne St. Velery 
Bon, the son of Charles Bon by an octoroon. He grows up with-
out the community of Jefferson knowing that he is partially 
negro. He gets into many fights and marries a coal-black 
woman who bears his son, the idiot, Jim Bond. Etienne and 
Judith both die of smallpox and Henry, who returns years lat-
er, dies when Clytie sets the house afire to save him from a 
man she mistakenly thinks is the sheriff. Miss Rosa dies 
soon after this, for she has nothing left for which to live. 
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Of course, it would be incorrect to state that the book 
AbsaZom~ Absaiom! is just the story of Thomas Sutpen, for it 
definitely is much more than that. The story of Sutpen is 
the subject matter for the thoughts of several people, all 
of whom are interested in and/or disturbed by the failure of 
his design: Miss Rosa is trying to vindicate her acceptance 
of Sutpen's proposal; Mr. Compson has heard much of the story 
from his father, but lets his imagination work . on the facts 
which he has been told and tries to understand the man. 
Quentin Compson and his Albertan .roommate, Shreve Mccannon, 
are trying to understand the South through the medium of Sutpen •. 
In Sartoris, the divisions within the chapters made anal-
ysis of the book rather easy for each division signalled a 
discrete part of the action. However, Absalom is not written 
in the same form. There are nine chapters in the book, but 
material which is found in Chapter I appears time and time 
again as the various narrators take Ul? the story and present 
the "facts" which they have gather~d from personal observa-
tion, revelation from one who knew Sutpen, general hearsay, 
or conjecture. The facts are cogitated upon, analyzed, 
accepted with reservatio~s, expanded, changed, discarded, and 
even created. There is no consistent chronological story 
line: instead, the story is discovered in bits and pieces 
and the reader is involved not so much in finding out what 
happened, but in discovering, with Shreve and Quentin, why 
it happened. 
Since the form of Absalom is different from that of · 
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Sartoris, a different approach regarding simile density as it 
relates to search must be devised. Each of the nine chapters 
in AbsaZom has a principal narrator (some of the last chap-
ters share Quentin and Shreve as the narrator} and each of 
these narrators is concerned with the implication of Sutpen's 
failures for his personal life. In Sarto~is it was found 
that the more desperately a person is searching, the denser 
are the similes in that section. The same is true for 
Absalom. The more a narrator is personally involved with 
Sutpen and his story, the more frantically he is searching 
to see some connection between the past and the present, the 
denser is the simile count in the chapters he narrates. 
Rosa Coldfield is the most emotional narrator in AbsaZom. 
Despite the forty-three years that have passed since Sutpen 
made his outrageous proposal to her, the memory of it is 
still fresh in her mind and she cannot forgive or forget his 
suggestion or the ruin which she believes he brought to her 
and her family. She repeatedly calls him a demon and an ogre 
and feels that it was the doom of her family and the entire 
South to have to harbor such a being. She struggles to find 
some meaning in her life, but is excruciatingly frozen in her 
past. The two chapters which she narrates (I and V) show her 
stasis: her romantic dreams were crushed by Sutpen's sugges-
tion and she can find no happiness in bleak reality. Hence, 
she can discover no purpose for her present life. Besides 
being involved in a search, she uses similes more frequently 
than any other narrator. Her chapters have ratios of 1:164 
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and 1:169 -- the densest in the book. 1 
The range of simile d~nsities is not so great in AbsaZom 
as it is in Sartoris. Perhaps this diminution is caused by 
studying larger divisions -- entire chapters instead of a 
portion of a chapter; however, there is a difference in den-
sity to be viewed in the light of the narrators. Mr. Compson 
is much more emotionally detached from the story of Sutpen 
than are Rosa or Quentin and Shreve. Sometimes it is said 
that certain traits skip generations, and in this case, it 
appears that the intense concern which Rosa expresses has 
passed over Mr. Compson and has gone instead to Questin. Mr. 
Compson is a bit like old Bayard -- born too late for one war 
and too early for the next, and thus does not see his private 
world in such chaos as do Rosa, Quentin, and Shreve. The 
chapters which he narrates seem to reflect a relative lack of 
conunitment or concern, and this lack is mirrored in a propor-
tional lack of similes. As he speaks, in Chapters II, III, 
and IV, of Sutpen's early days and tries to understand both 
Sutpen's life and also Henry's reaction to the revelation he 
received from Sutpen at Christmas, 1860, the ratio in these 
chapters changes to 1:245, 1:214, and 1:220. 
In the first half of the book, Quentin's role is that of 
listener for Rosa and Mr. Compson, but in Chapter VI he be-
comes a teller and creator of the story for Shreve. Shreve is 
very engrossed in the tale and identifies strongly with Henry 
and Bon as he and Quentin endeavor to understand the South in 
terms of Sutpen. (It is clear that Sutpen epitomizes the 
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South, at least for Quentin, for when Shreve b~gs to be told 
of the South, Quentin ·launches into a long narrative about 
Sutpen.) Chapters VI and VIII which tell of their reliving 
the tale have ratios of 1:185 and 1:205 -- denser than Mr. 
Compson's chapters and less dense than Rosa's. Perhaps these 
ratios indicate that Quentin and Shreve are not as uncon-
cerned as Mr. Compson and yet are not as personally involved, 
frantic, and blind as Miss Rosa. 
Chapter VII poses an interesting problem: it is narrated 
by Quentin, but yet the density changes greatly to 1:335 --
the lightest of all the chapters. If Quentin is trying to 
understand the relationship of the past and the present and 
if simile and search are, in fact, related, the reader would 
expect the density of this chapter to be much greater. How-
ever, this problem can be explained in the light of Chapter 
VIII. In this important chapter, Quentin and Shreve have been 
trying to piece together information which they have gathered 
(i.e., which son was wounded in the war and what provoked 
Henry's shooting of Bon) and in the section of the chapter 
where conjecture and search run high, the density of similes 
is 1:175, but when the truth of the situation is revealed to 
the reader (when it is discovered through a combined con-
sciousness of Quentin, Shreve and the omniscient narrator 
that Bon is part negro) the ratio of similes changes from 
1:175 to 1:811. When there is certainty, there are fewer 
similes. And such is also the case with Chapter VII. In 
this chapt~r, Quentin and Shreve are not reworking informa-
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tion to try to make some sense out of it. Instead, most of 
the chapter is a recounting of the information which General 
Compson, Quentin's grandfather and one of Sutpen's few 
friends, has told him. As with Chapter VIII, when there is 
an absence of doubt, there is also a comparative absence of 
similes. 
Chapter IX poses a different problem. In this chapter, 
there is not a participant-narrator, but rather an omnicient 
narrator, telling of Quentin's trip to the Hundred with Miss 
Rosa. Why does Faulkner introduce an entire chapter told by 
the omniscient narrator at this point? In Faulkner's novels, 
it is often the final chapter of a book which makes the en-
tire volume comprehensi?le to the reader. The use of an 
omniscient narrator, or one who is not so personally involved 
in the story (such as Dilsey in The Sound and the Fury), gives 
more objectivity to the interpretation. But if objectivity is 
gained, does that not indicate that search has been replaced 
by certainty? And if that is true, one would expect to see 
the similes disappear. The ratio of similes in this chapter 
is lower (1:235) than is found in the narrations of Rosa, Mr. 
Compson, or Quentin-Shreve and thus may indicate quite a de-
gree of objectivity; however, the chapter is not totally 
objective and dispassionate, as is the recital of the story 
which Sutpen told General Co~pson. The narrator is telling 
of Quentin's trip to the Hundred, and Quentin is reliving 
the entire upsetting experience. So, with the combination of 
the omniscient narrator's objectivity and Quentin's involve-
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ment, the ratio of 1:234 is, perhaps, understandable. 
As was seen in Sartoris, what creates the search for 
the narrators in Absatom is a lack of understanding about 
the force of the past on the present and the future. As 
Frederick Hoffman notes: In Faulkner "The reader is almost 
never aware of a pure present . • • nor is a speaifia past 
very of ten exclusively given . . • • one almost never sees the 
present as a pure or a separate time; it is infused with the 
past, it has meaning only in terms of it, and its complex 
nature results from the fusion of the two." 2 Faulkner's bio-
grapher, Joseph Blotner, observes the same thing: "It was 
habitual with him to see the present against the past." 3 
This fusion of past and present which causes the confu-
sion for Rosa and Quentin, can be seen in several places in 
the book, but one of the best illustrations of Faulkner's 
blending of past, present, and future is shown in the follow-
ing passage: 
It was a summer of wisteria. The twilight was 
full of it and of the smell of his father's cigar 
as they sat on the front gallery after supper until 
it would be time for Quentin to start, while in the 
deep shaggy lawn below ~he veranda the fireflies 
blew and drifted in soft random -- the odor, the 
scent, which five months later Mr Compson's let-
ter would carry up from Mississippi and over the 
long iron New England snow and into Quentin's 
sitting-room at Harvard. It was a day of listen-
ing too -- the listening, the hearing in 1909 
mostly about that which he already knew, since he 
had been born in and still breathed the same air 
in which the church bells had rung on that Sunday 
morning in 1833 and, on Sundays, heard · even one 
of the original three bells. in the same steeple 
where descendants of the same pigeons strutted 
and crooned or wheeled in short courses resembling 
soft fluid paintsmears on the soft summer sky. 
That Sunday morning in June . with the bells ring-
ing peaceful and per~mptory and a little caco-
phonous -- the denominations in concord though 
not in tune -- and the ladies and children, and 
house negroes to carry the parasols and fly-
whisks, and even a few men (the ladies moving in 
hoops among the miniature broadcloth of little 
boys and the pantalettes of little girls, in the 
skirts of the time when ladies did not walk but 
floated) when the other men sitting with their 
feet on the railing of the Holston House gallery 
looked up, and there the stranger was. ·4 
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The paragraph begins in the summer of 1909 with Quentin 
smelling the wisteria and cigar smoke. These smells then 
take the reader five months into the future when Quentin will 
receive a letter from his father bringing with it the odors 
of sununer and the news of Miss Rosa's death. The reader is 
then taken back in time· to 1833 when Sutpen arrived in Jeffer-
son, but this event is linked to the summer of 1909: one of 
the bells that rings in 1909 was ringing on that day in 1833; 
Quentin breathes the same air that was there in 1833, infusing 
into his system not only its life-giving properties, but also 
its heritage; and even the fauna of the area is essentially 
unchanged -- descendents of the pigeons that lived in 1833 
are flying in the soft summer sky. The narrator then glides 
easily into the complete past and remains there for quite 
some time, but not before the readers have seen that this 
past is Quentin's past and present. 
This fusion of past and present, especially ·for Rosa 
and Quentin, is what creates conflicts for the characters in 
AbsaZom. The past for them is important: it has arrested 
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time and, unless they can somehow understand the meaning of 
the actions which have occurred in the past, they will never 
be able to understand why the present is . like it is. 
According to Embler, the entire idea of literature is 
essentially metaphoric. 5 Man is not interested so much in 
the outward actions of his fellow beings, but is, instead, 
more fascinated with the inner man -- his problems, his 
thoughts, his motivations. However, the inner man is seldom 
understood, and when he is fathomed at all, it is only by 
means of the outward manifestations of his inner life. Of 
course, one way in which a person reveals himself is through 
his conversations and also through the relationships which he 
perceives (Rorschach tests, word associations, etc.). As the 
narrators of the book are analyzed, it will become obvious 
that the relationships which these people see, as shown 
through the similes they use in their conversations, may re-
veal much about their inner lives and why some may be more 
frustrated in their quest for understanding than are others. 
Rosa is, by far, the most tortured person in Absalom. 
She is so upset about life and Sutpen that when she returns 
to the. Hundred, accompanied by Quentin, she is quivering, 
shaking, and out of control. Because of her romantic nature, 
she sees the world about her as evil and terrible; she cannot 
perceive clearly what is happening, so things look dreadful 
and portend evil. She believes that events are destined to 
occur (and sometimes she knows what they are) but she lacks 
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any power to use against them. All of these traits are re-
· vealed or emphasized by similes. 
One of Rosa's most important characteristics is her 
childlike nature. She is incapable of understanding or con-
trolling her environment and is often described by others as 
a child or a doll. Her feet do not reach the floor when she 
sits: they are "like children's feet" (p. 7). She resembles 
"a crucified child" (p. 8), moves "like a mechanical doll" 
(p. 371}, fights "like a doll in a nightmare"· (p. 376), and 
lives in what she calls a "womb-Zike ooziziidor" (p. 162). She 
continues to view herself as child- (or even fetus-) like: 
as she says, she · and Clytie are "joined by that hand and arm 
whiah heZd us, Zike a fiezioe ziigid umbiZicaZ oozid, twin sis-
tered to the feZZ dazikness whioh ha~ produoed hezi'' (p. 140), 
and she understands things "just as a ohiZd" (p. 137). 
Rosa is perhaps best known for her "demonizing" of 
Sutpen: she looks upon him "as an ogzie, some beast out of a 
taZe to fziighten ohiZdzien with" (p. 158); she sees her first 
meeting ·with Ellen at the church "' ·as though the sister whom 
I had never laid eyes on, who before I was born had vanished 
into the stronghold of an ogre or a djinn, was now to return 
through a dispensation of o~e day only, to the world which 
she had quitted'" (p. 23). Judith's, Henry's, and Ellen's 
faces become "'like the faces in an ogre tale between supper 
and bed'" (p. 22). It is as if Rosa cannot fathom a man like 
Thomas Sutpen: he is both great -- having a domain like a 
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king (p. 16) -- and evil -- "a waZ.king shadow . .. the Zight-
bZinded bat-Zike image" (p. 171) cast up from hell. He is 
elusive, 1'Zike a mirage" (p. 159), and she is unable to re-
late to him. 
Rosa has d.iff icul ty seeing things clearly: she is iso-
lated and sees events not first hand, but at a distance. As 
she says about herself, there are some events, such as the 
death of Bon, "whioh stop us dead a's though by some impaZ-
pabZe intervention, Zike a sheet of gZass through whioh we 
watoh aZZ subsequent events transpire as though in a sound-
Zess vaouum" (p. 151). She learns of life and love from lurk-
ing around Judith, and thus her perception of them is not 
clear. She says, "I ... aoquired aZZ I knew of that light 
and spaoe in whioh people moved and br~athed as I • . . might 
have gained oonoeption of the sun from seeing it through a 
pieoe of smoky gZass" (p. 145). It is such an indistinct 
vision which creates her idea that Sutpen is indeed like an 
ogre, a negro (pp. 23, 29), or even a beast (p. 29). 
Her darkness of vision may account for the fact that many 
things seem catastrophic. If one cannot see clearly, events 
which.ordinarily would be conunonplace, suddenly become dread-
fully fearful: the silence at the Hundred following Judith's 
·horse race to church seems "'louder than thunder'" (p. 27), 
and during the race to church, Rosa sees the family arriving 
"'like the forefront of a tornado'" (p. 23). 
Natural perceptions are so lacking that life seems to 
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be eventless for her: things which happen are not understood, 
so it is as if they never occurred. Especially incomprehen-
sible to her is her betrothal to Sutpen: it was "as though 
the restoration of that ring !Ellen's wedding band] to a liv-
ing finger [Rosa's] he had turned all time back twenty years 
and stopped it, froze it" (p. 165). "It was almost as though 
that very afternoon did not exist, had never happened" (p. 
165}. 
Judith's reaction to the death of Bon is equally mysteri-
ous to Rosa, and time again is distorted: when Judith finally 
cries at the return of Sutpen, it is "as if that en-tire accu-
mulation of seven months were erupting spontaneously from 
every pore in one incredible evacuation ... and then van-
ishing, disappearing as instantaneously as if the very fierce 
and arid aura which he had enclosed her in were drying the 
tear~ faster than they emerged" (p. 159). As the three women 
sit at the Hundred, working, they often talk of Sutpen and 
Henry "as if both they and we still lived in that time which 
that shot {Henry's shot that killed Bon], those running mad 
feet, had put a period to and then obliterated, as though that 
afternoon [when Bon was shot] had never been" (p. 158). 
There are some paradoxes to Rosa; her vision is clouded, 
yet she thinks that she senses things supernaturally. She 
has no desire to be associated with Henry and Judith for as 
she says, it is "as if my late-born solitude had taught me 
presentiment of that fateful intertwining, warned me of . that 
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fataZ snaPZy cZima:c before I' knew the name for muPdeP--" (p. 
167). She senses Judith's screams lingering in the air, "'not 
as sound now but as something for the skin to hear, the hair 
on the head to hear'" (p. 26). She thinks "'as though with 
some almost omniscient conviction''' (p. 26) that Sutpen does 
not need to be present at his triumphs to enjoy them. And 
she rejects ·Judith's toys, "as though that Warped and spaPtan 
solitude which I called my childhood, which had taught me ... 
to listen befoPe I could comprehend and to understand befoPe 
I even heaPd, had also taught me not only to instinctively 
feaP heP [Judith] and what she was, but to shun the Ve-Py ob-
jects which she had touched" (p. · 140). 
The pity of it is that this knowledge does not allow her 
more freedom to find alternatives. Instead, it dooms her to 
carry out a prescribed course of action which, since it seems 
senseless to her, binds her to frustration and takes away any 
pleasure, delight, or joy. She feels that a fate is spread 
over the South and that her family is controlled by it. As 
she . notes, Sutpen found her sister in church: "'In church, 
mind you, as though there were a fatality and curse on our 
family and God Himself were seeing to it that it was performed 
and discharged to the last drop and dreg. Yes, fatality and 
curse on the South and on our family as though because some 
ancestor of ours had elected to establish his descent in a 
land primed for fatality and already cursed with it . '" 
(p. 21) • 
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From the similes that Rosa uses, the reader can under-
stand more of ~er soul. She believes that events are pre-
ordained and decided upon, not to fulfill good, but to bring 
destruction to the South. She wants to understand what has 
brought about the ruined lives which she sees, but wants no 
part of the blame put on herself. She is simply a child, 
and it is the evil ·ones, Sutpen for example, who are bringing 
destruction to her world and her dreams. She does not realize 
that she is part of the culture and thus shares in its sins. 
Mr. Compson talks much less about himself than Rosa 
does, and so it is harder to .understand him, but the similes 
he uses do reveal his character. Mr. Compson is less person-
ally involved in the Sutpen story than are Rosa and Quentin. 
He is not a participant in the story of Sutpen, but is rather 
a critic and observer. Thus he can distance himself from it 
and not have to live with it. This distance is shown in his 
frequent references to art and drama. 
The time that Ban's ~ctoroon wife comes to visit his 
grave, Mr. Compson is sure that '''it must have resembled a 
garden scene by the Irish poet, Wilde. • the • . • woman 
• whom the artist Beardsley might have dressed, . 
the little boy whom Beardsley might not only have dressed but 
drawn' " (p. 19 3) • 
The theater is referred to when Ban's wife visits -- the 
three tombstones"' looking as though they had been cleaned 
and polished and arranged by scene shifters who with the pass-
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ing of twilight would return and strike them and carry them, 
hollow fragile and without weight, back to the warehouse un-
til they should be needed again; the pageant, the scene, the 
act, entering upon the stage'" {p. 193). Mr. Compson refers 
to events being "'like a theater, an opera house'" {p. 
128), and Rosa's awkwardness being "like a costume borrowed 
at the last moment .•• for a masquerade" {p. 65). Periods 
of stasis are "'like a broken cinema film'" {p. 206), and 
unreality and distance from the subject are shown also by 
similes referring to fairly tales {p. 76), specifically 
Bluebeard {p. 60), Lothario {p. 102), and the Arabian nights 
{p. 9 6) • 
Mr. Compson's lack of involvement is not only seen in 
theatrical similes, but is also seen in similes referring to 
ceremonies and rituals. To this suave man, rituals have no 
meaning and are performed only for the sake of conformity and 
convention. Ben's marriage to the octoroon is often likened 
by Mr. Compson to a ritual that college boys undertake (pp. 
· 92, · 118), a meaningless childish game (p. 117),. or the . break-
ing of a banknote to buy a train ticket (p. 49). 
He has critical distance from the subject under discus-
sion and thus is not as involved as the other narrators. Time 
has passed . . It has not frozen for him as it has for Rosa; 
neither has the present rushed back to the past as i~ has for 
Shreve and Quentin. Instead, he has been able to distance 
himself from the events and see their relationships, but he 
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is not far enough away to view the events seriously. His 
disinterested observation is shown in similes referring to 
paying bills and using scales: he is not really concerned 
with the question of an act being moral and humane, but 
rather he is involved with weighing and measuring to see if 
something is sensible and profitable. To him, prostitutes, 
unlike octoroons, must make their business pay, "'like some-
one who insists upon installing a counter or a scales or a 
safe in a store or business for a certain percentage of the 
profits'-" (p. 117), and Ellen Sutpen had bloomed "as if Fate 
were crowding the normal Indian sununer Iof six or eight years 
of graceful blooming] . into three or four, either for 
compensation for what was to come or to clear the books, pay 
the check to which Fate's wife, Nature, had signed his name" 
{p • . 68). Mr. Compson sees Mr. Coldfield, the business man, 
as being most concerned with this way of life. In his deal-
ing with Sutpen, he hates to give up the hoarding that makes 
him feel spiritually solvent~ Mr. Compson observes that it 
was "as -if he had to pay the same note twice because of some 
trifling oversight of date or signature" (p. 84); he is one 
of the deacons in the church and has invested a lot of time, 
effort, and money into the establishment and he intends to 
use it for Ellen's wedding "'exactly as he would have used 
a cotton gin in which he considered himself to have incurred 
either interest or responsibility, for the ginning of any 
cotton which he or any member of his family, by blood or by 
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marriage, had raised -- that, and no more'" (p. 50). And 
when Mr. Coldfield is found dead with three day's food beside 
him, Mr. Compson says it is "as if he had spent the three 
days in a mental balancing of his terrestrial accounts, found 
the result and proved it" (pp. 83, 84), then disapproved of 
the folly in the world about him and so died. 
Shreve and Quentin are both important narrators, and 
sometimes it is difficult, in the last chapters, to distin-
guish just who is thinking or speaking. However, the room-
mates do have distinctive attitudes which are revealed in the 
similes which they use. Quentin Compson's main concern is 
with Sutpen's plan, how it was formulated and executed, where-
as Shreve's overriding preoccupation is an analysis of why 
this plan failed. Quentin is involved in the sins of a soci-
etry -- what is it that will make man be like Sutpen? What 
is his past? What is our past? At the end of the book, the 
reader sees Shreve asking him why Quentin hates the South, 
and Quentin, shaking, denies that he hates it. He loves the 
South because it is his heritage, but in reality he also hates 
it. He, like Bayard Sartor~s, looks at his past and hates it, 
but having nothing else to which to turn, clings to it. 
Shreve Mccannon, on the other hand, does not have a Southern 
heritage, for he comes from Edmonton, Alberta. Instead of 
looking at the internal flaws in the plan, of which he prob-
ably is not aware, he looks to external forces to rationalize 
away the destruction of Sutpen's plan: Ban's mother, the con-
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jectured lawyer, and old age. He is not so intimately in-
volved with the sin and sees it from further off. In fact, 
in a voice reminiscent of Mr. Compson, he views the ent~re 
South with distance, saying, "'It's better than the theatre, 
isn't it. It's better than Ben Hur, isn't it"' (p. 217}. 
Quentin's pr~occupation with the past is shown in simi-
les which contrast sharply with those used by his father. 
Mr. Compson often sees people as having no past: Bon appears 
"phoenix-like, full-sprung from no childhood" (p. 74); his 
son, Etienne, has "'a face not old but without age, as if he 
had had no childhood . . • as if he had not been human born 
but instead created without agency of man or agony of woman 
and orphaned by no human being'" (p. 196}. This trait is 
given again to Bon, and also to Sutpen: "'He fBon] came into 
that isolated puritan country household almost like Sutpen 
himself came into Jefferson: apparently complete, without 
background or past or childhood. ; • '" (p. 93}. Quentin, on 
the other hand, sees relationships with the past. He often 
thinks that Shreve "sounds just like father" (pp. 181, 207, 
211). He is· wrapped up with the relationships of past and 
present which are puzzling him and creating his personal 
search. 
Quentin is striving to find the flaw .inherent in the sys-
tem •which Sutpen adopted. He believes that the man was inno-
cent of conscious wrongdoing, but yet can see that he has 
reaped a fearful harvest. Quentin is baffled -- for he under-
stands Sutpen~s innocence. This believe in a lack of overt 
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evil, of planning to do wrong, is shown in the similes which 
Quentin uses referring to children, innocence, lack of com-
prehension, and lack of volition. Quentin says that Sutpen 
tries to explain his design to General Compson "'like he might 
have been explaining arithmetic to Henry back in the fourth 
grade'" (p. 292), "'as if he were trying to explain it to an 
intractible and unpredictable child'" (p. 263). His beliefs 
are simple, for according to Quentin, Sutpen feels that "'the 
ingredients of morality were like the ingredients of pie or 
cake and once you had measured them and balanced them and 
mixed them and put them into the oven it was all finished and 
nothing but pie or cake could come out' " . (p. 2 63) • 
According to the story which Quentin tells, when the 
Sutpen family left their home in the mountains, they were not 
acting with their wills, but were "'like a useless collection 
of flotsam on a flooded river'" (p. 223); the earth rose about 
them and flowed past them "'as if the cart moved on a tread-
mill'" (p. 225); they tumbled into Tidewater "'by sheer alti-
tude, elevation and gravity, as if whatever · slight hold the 
family had had on the mountain had broken'" (pp. 222, 223). 
He shows that he believes Sutpen to be innocent: when 
Sutpen realizes his lack of knowledge about mankind, it is 
"'like an explosion -- a bright glare that vanished and left 
nothing, no ashes or refuse; just a limitless flat plain with 
the severe shape of his innocence · rising from it like a monu-
ment'" (p; 238). To Quentin, Sutpen is like a child who runs 
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through a room so fast that he never sees the objects in the 
room until he turris and runs the other way (p. 230}. 
Whereas Quentin views Sutpen and/or the society in which 
he moves as responsible for his fall, Shreve puts the blame 
on outsiders: "'It took Charles Bon and his mother to get 
rid of old Tom, and Charles Bon and the octoroon to get rid 
of Judith,. and Charles Bon and Clytie to get rid of Henry; 
and Charles Ben's mother and Charles Ben's grandmother got rid 
of Charles Bon"' (pp. 377, 378). He does not view the problem 
as internally and personally as does Quentin, and thus is fur-
ther removed from it.· His concern is more for the ruin than 
the rottenness causing the ruin. He does not concentrate on 
Sutpen but rather on his creations of mother and lawyer, and 
speaks of their plotting being like planning a military cam-
paign (pp. 300, 304, 321), and he often speaks of aging, 
thinking that this is the final cause of Sutpen's ruin, in-
stead of his treatment of Milly Jones as an object to further 
his goals. He thinks of Sutpen "as the old wornout oannon 
which realizes it can deliver just one more fierce shot and 
arumble to dust in its own furious blast and reaoil" (p. 181) 
and as a show girl who realizes time is the tune to which she 
dances (p. 181). His concern with the effects of time ex-
tends to other members of the family too: Clytie grows older 
and shrinks "'like the Bernese do their captured heads'" (p. 
215), and Judith and Sutpen both age in the same manner --
everything about them is still present; it is simply more 
compact (pp. 185, 186). 
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Shreve echoes Mr. Compson's distance when he speaks of 
the theater: Wash is like the grave digger in Hamlet (p. 
280), but this parallel shows more than just distance: irony 
and sarcasm are present. The play which is being produced is 
the opposite of Hamlet: it is not a son trying to avenge his 
father; it is a father endeavoring to disavow his son. 
Besides showing the personalities of the characters and 
illustrating why they are compelled to search, similes also 
function to emphasize plot and themes. To deal with the plot 
and themes, which encompass not the individual narrators but 
rather the entire book, it would be wise to be concerned with 
the book as a whole and not with the various speakers. As in 
Sartoris, the themes and plot are very closely related: the 
themes of manipulation and scheming are integral to the plot, 
for it is these attributes, culminating in a lack of regard 
for others, which bring about the ruin of Sutpen's plan. 
Many critics agree that the fall of the house of Sutpen 
is analogous to the ~all of the South. 6 As seen earlier, 
Quentin supports this concept for when Shreve asks him what , 
the South is all about, Quentin replies by relating Sutpen's 
story. But Sutpen's fall is further universalized. In the 
story itself, there are people of all ages -- Rosa who lived 
when it was happening, Mr. Compson who has heard it from his 
father, and Quentin who receives it third hand -- all concerned · 
with the tale. The introduction of Shreve, a non-Southerner, 
further expands the range of interested observers or partici-
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pants. Shreve and Quentin, in their search to understand his-
tory, get so involved in the story that they become actual 
participants in it. In their room in Harvard "there was {sic] 
now not two of them but four" {p. 294), and it was "four of 
them {Henry, Bon, Quentin, and Shreve] who rode the two 
horses through that night and then across the bright frosty 
North Mississippi Christmas day" (p. 334). Quentin also pon-
ders that "maybe Father and I are both ShreVe 3 maybe it took 
Father and mi both to make Shreve or Shreve and me both to 
make Father or maybe Thomas Sutpen to make ali of us" (p. 
262 l . 
The reader too becomes deeply immersed in the story. 
The involved sentences allow no pause in reading; the with-
held information lures him on and makes him feel that he too 
is a participant in the story. Thus, by extending the inter-
est geographically and including people of all ages even 
the readers -- as active participants in the drama, Faulkner 
universalizes his myth· and includes not only the South, but 
all mankind in his story of Sutpen. 
What caused the fall of Sutpen, the South, and perhaps 
could cause the fall of the entire human race? The themes of 
Absalom tell the reader where Sutpen failed. In Faulkner's 
Nobel Prize acceptance speech, he says that an author should 
write of "the old verities and truths of the heart •.• love 
and honor and pity and pride and compassion and sacrifice." 7 
He asserts that man is immortal "because he has a soul, a 
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spirit capable of compassion and sacrifice and endurance.'' 8 
If a man (Sutpen) or a society (the plantation system) does 
not have these traits, he, or it, is doomed to fail. This is 
what Faulkner wrote of -- the failure of a shrewd, calculat-
ing man who was working in and with a compassionless society. 
He was willing to sacrifice anything, even love and honor 
and family, for his scheme. But by denying human traits, he 
denied the equality which his scheme had been designed to pro-
mote. The man and/or society which chooses to deny others 
their human rights is doomed, because of this choice, to ruin. 
By using similes :Vhich equate people -- especially ne-
groes -- to animals, Faulkner shows society's lack of concern 
for basic human traits -- the one ingredient to success that 
Sutpen overlooked. Sutpen's negroes were "like beasts half 
tamed to walk upright like men" (p. 8); the negroes were 
hitched to a capstan when the house was being built as if 
they "actually were wild men" (p. 37); Akers, the coon-hunter 
"claimed to have walked one of them out of the absolute mud 
like~ sleeping alligator" (p. 36); and often Sutpen sends 
them "in to drive the swamp like a pack of hounds" (p. 36). 
Sutpen's treatment of others is shrewd and calculating, 
and · often dull, domesticated, utilitarian animals, such as 
cattle and obedient dogs, are what his victims are likened to. 
The two women slaves he brings to Jefferson with him he has 
chosen "with the same care and shrewdness with which he chose 
the other livestock -- the horses and mules and cattle" (p. 
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61}. In fact, all his negroes have been chosen "with the 
same care and for the same purpose which he blended that 
{blood] of the stallion and that of his own 11 {p. 85), for his 
family was simply part of his plan. In fact, he went to town 
"to find a wife exactly as he would have gone to the Memphis 
market to buy livestock or slaves 11 (p. 42). 
Sutpen, however, does not limit his treatment of people 
as animals to his slaves and his family. -He extends it to 
many others around him. When Sutpen proposes to Rosa, he 
holds out his hand and says "'Come' as you might say it to a 
dog" {p. 167), and she comes to him "Zike a whistZed dog" 
(p. 158). This insult she can take, but whe·n he suggests 
that they try to have a son before the marriage ceremony, she 
cannot accept the 11 baZd outrageous words !which sound] exactZy 
as if he were consuZting with Jones or some other man about a 
bitah dog or a aow or a mare" (p. 168). Even Wash himself is 
not immune from being used. Sutpen has no more known him to 
"'make any move save at command than he rsutpen] had the stal-: 
lion which he rode'" . (p. 288). Sutpen's affair with Milly is 
started "'like you start a rabbit out of a brier patch, with 
a little chunk of dried mud thrown ·by hand"1 (p. 281), and 
when he finds out that his mare, Penelope, had a son when 
Milly had only a daughter, he tell~ her, "'Well, MiZZy, too 
bad you're not a mare Zike Penelope. Then I aouZd give you a 
decent staZ Z in the stable'" (p. 185). 
Perhaps Sutpen's attitude is caused in part by his child-
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hood experience at the plantation door when he realized that 
the owner of the house views his family as animals -- "'as 
catt~e, creatures heavy and without grace, brutely evacuated 
into the world without hope or purpose for them, who would 
in turn spawn with brutish and vicious prolixity, populate, 
double treble and compound'" (.p. 235). 
Sutpen is not the only one in the book who treats people 
like animals. The ideas which he embraces permeates Southern 
society: octoroons (including Bon's) are · "'"culled and chosen 
and raised more carefully than any . . • • mare" ' " (p. 117) ,· and 
a black slave would have been used "'"with more impunity than 
••• an animal, heifer or mare, and then discarded or sold or 
even murdered when worn out or when her keep and her price no 
longer balanced"'" (p. · 116). 
Bon owns his son, Etienne, "'body and soul to sell (if 
he chose) like a calf or puppy or sheep'" (p. 114), but Bon 
in turn is also used by the lawyer who "'said to himself like 
you do about a dog: he fBonJ is beginning to PambZe. He 
needs a bloak. Not a tetheP: Just a light ~Zoak of some 
soPt, so he aant get inside of anything that might have a 
fenae aPound it'" (pp. 301, 302). 
ment 
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Faulkner uses other similes which show inhumane treat-
manipulative similes where man is . interested only in 
similes of cultivation for profit, and credit and 
balances. 
Love, and the growth of love, are compared to the growth 
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of a flower. Contrasted to this natural event are the schem-
ings of Bon (as told by Mr. Compson} and the lawyer's plans 
for Bon. Neither of these is likened to "'a flower that, if 
any other had reached for it, it would have had thorns on it 
but not for your hand'" (p. 323) as is Judith's love for Bon, 
or even to a "cramped sma"l~l pallid hidden shoot i"n a familiar 
flower bed" (p. 149}, as is Rosa's love for Bon. Instead 
they are like the preparation of "'a cramped and rocky field'" 
(p. 109) in which is planted the crop which Bon desires, and 
the translation of Bon "'into so much rich and rotting dirt'" 
(p. 306) to be placed and planted and harvested by the lawyer 
and Bon's mother. Here the concern is not with one natural 
bloom, but rather with a whole field that, if properly mani-
pulated, will yield great gain. 
The difference between man and nature is rather ironic-
ally shown in a simile of balances and credits: man treats 
his fellow man inhumanely, whereas .nature is fair and treats 
him · like a worthwhile person-. Hai ti is "'manured with black 
blood from two hundred years of oppres~ion and exploitation 
until it sprang with an incredible paradox of peaceful green-
ery and crimson flowers and sugar cane sapling • • • as if 
nature held a balance and kept a book and offered a recom-
pense for the torn limbs and outraged hearts even if man did 
not'" (p. 251). Man is only concerned about keeping fair 
records when it is for his advantage. Sutpen wants Ellen's 
and Coldfield's names on his marriage license because of 
their heritage (p. 16); and his rationalizing the putting 
away of his first wife is likened to arguing with his con-
science about a fixed bill of lading (p. 262). But if man 
does not play fair, he is fated to have things backfire on 
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him -- he will have "to pay the same note twice because of 
some trifling oversight of date or signature" (.p. 84), "'just 
to balance the books, write Paid on the old sheet so that who-
ever keeps them can take it out of the ledger and burn·it, 
get rid of it' " (p. 3 2 5) • 
Numerous military similes are used in AbsaZom. These 
help set the tone for the many conflicts present in the book 
-- father against son, .brother against brother, daughter 
against father, North against South, Black against White, mor-
tality against time -- conflicts which result in destruction 
and misunderstanding, and thus end in search for the narra-
tors. 
Ellen, Sutpen, and the lawyer are all guilty of using 
military schemes and strategy to carry out their dehumanizing 
plans. Ellen, trying to get Bon and Judith engaged, · is 
accused of '"ten days of • planned and arranged and exe-
cuted privacies like the campaigns of dead generals in the 
textbooks'" (p. 321). Sutpen, in expecting his son Henry to 
kill his son Bon, is "'like a skirmisher who is outnumbered 
yet cannot retreat who believes that if he is just patient 
enough and clever enough and calm enough and alert enough he 
can get the enemy scattered and pick them off one by one'" 
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{p. 269). The despicable lawyer, Shreve and Quentin conjec-
ture, may have had a "'chart with colored pins stuck into it 
like generals have in campaigns and all the notations in 
code'" (pp. 300, 301) to map out his plan to get the Sutpen 
money. He also sent Bon's mother '''the faked reports ... 
like reports sent back to headquarters from a battle front'" 
(p. 304) . 
Faulkner uses the simile in three ways: to show charac-
ter, to emphasize themes and plot and to unify his work. 
Campbell and Foster mention that "metaphors Iand similes] are 
repeated until they become a kind of chorus unifying the tra-
gic events" 9 of his works. Throughout the novel, destruction 
and a -lack of comprehension are foremost in the reader's mind. 
These emotions are not just created by the tragic events of 
the story, or by the frustrated narrators, but are created by 
the frequent repetition of key similes. 
Bon is the most exemplary person in the Sutpen story, 
but he is fairly inscrutable and puzzling to the narrators. 
Both Mr. Compson and Shreve see him in this light, for he is 
likened to a woman (p. 114) and a cat {pp. 95, 102, 110, 315). 
However, all of the narrators are blocked when they are faced 
with Sutpen. All four of them view him as being hard and 
immovable, unyielding, and permanent, for they classify him 
as being "rocklike (pp. 97, 136, 137, 329, 348). It is this 
huge boulder which keeps them from understanding life. 
The references to ghosts and spirits are also prominent 
and continue to unify the novel: Sutpen is "as unaware Iof 
the presence of the men watching him build his house] • 
as if they had been idle shades" (.p. 37); Ellen was "as if 
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she had never lived at all" (p. 14); Judith and Ellen create 
an image of Bon "'as though as a man he did not exist at all'" 
(p. 104); Etienne Bon is small "'as if he were the delicate 
and perverse spirit symbol'" (p. 196) of Lilith; his son, Jim 
Bond is "wraith-like and insubstantial" (p. 375); and Shreve 
and Quentin, themselves, as they associate their thoughts 
strongly with Bon and Henry, ride with the sons of Sutpen in 
"something very much like pariah-hood" (p. 334). 10 Since the 
reader must constantly be evaluating the validity of various 
narrat?rs, it is important to note that it is often the omni-
scient narrator, the one who has the most objectivity and dis-
tance, who refers to death· and ghost~. Thus, the results of 
the plantation system are forcefully brought to the awareness 
of the reader. 
With a system such as S~tpen embraces, ruin is inevitable. 
Death, of course, comes to all mortals, but not all human plans 
are rooted in death and failure as are Sutpen's. Throughout 
the book, the awareness of death is very open: Quentin notic-
es that a negro has "'teeth like tombstones'" (p. 225); Rosa's 
house, according to the narrator, is "like • • . a tomb" (p ·. 
10} imprisoning the heat-laden air; Rosa sees her courtship 
like the engraving on a tombstone (p. 164) spelling out her 
death; her home is a "'household 'like an overpopulated mauso-
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leum'" (p. 176}; the omniscient narrator says that Quentin 
and Shreve think it "would be like death" (p. 335) for Henry 
to learn the truth about Bon, but even Quentin and Shreve 
are an integral part of this death for they are creating a 
live Sutpen from their "tomblike" (pp. 199, 325, 336, 345) 
room in Cambridge. 
In this book, the final view of Sutpen is not Rosa's, 
or Mr. Compson's, or even that of Shreve and Quentin. It is 
rather a synthesis of all the views and the reader's reac-
tions. As Hunt says: "The final vision of reality is not 
Quentin's. ~t is a .larger reality in the context of which 
the one created by Quentin's imagination is made credible. 
Sutperi's history is only what Quentin is able, with the help 
of others, to make of it." 11 Quentin and the reader, through-
out the book, have been searching for meaning, analyzing 
statements, reasoning from effect to probable cause. In a 
book which uses the metaphorical capacity of the simile to 
its utmost, these narrators and the readers have been involved 
in a metaphorical process. 
CHAPTER IV 
The Mansion 
Faulkner's final book in his Snopes trilogy, The Man-
sion, published in 1955, is the story of the defeat of the 
Snopes family of Jefferson, Mississippi. Specifically, it is 
the story of Mink and Linda who with their ideas of justice 
and humanity, defeat the paragon of selfishness, Flem. 
Mink, a sharecropper, owns a cow which wanders into 
Jack Houston's herd. Before claiming her, Mink realizes it 
would be wise to winter her in the arrogant Houston's feedlot. 
She will receive better feed and probably will be topped by 
one of the bulls. When he goes to reclaim her in the spring, 
Houston will not accept Mink's $8.00 (the price which Mink 
allegedly sold her for), but insists on half of her present 
sale price. Since Mink does not have $18.25, he builds a 
fence for Houston. When he has worked the required days, he 
again tries to reclaim his cow, but Houston demands a $1.00 
pound fee. This so infuriates Mink that he shoots Houston. 
At his trial, where he is sentenced to life imprisonment, 
he expects his kinsman, Flem, to come to his rescue, but Flem 
is honeymooning in Texas with his bride, Eula Varner. They 
must stay there until she bears her daughter, Linda (daughter 
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of Haake Mccarron). Mink is very upset at. Flem, but decides 
to be an exemplary prisoner so he can be released in twenty 
years. For fifteen years, he does nothing wrong. Then 
Montgomery Ward Snopes arrives at the prison at Parchman: he 
should have been sent to another penitentiary, but because of 
Flem's conniving, he is sent to the prison where Mink is. 
Flem wants Montgomery Ward to influence Mink to attempt an 
escape so that he will get caught and have another twenty 
years added to his sentence -- twenty more years of life for 
Flem. Mink is caught escaping in women's clothing and prom-
ises himself that he will kill Flem when he finally is re-
• • I 
lea~ed. Just as he could not accept the $1.00 pound fee from 
Houston, he cannot accept the ignominy of the dress and vows 
revenge on Flem. 1 While he is serving his extra time, Mink 
thwarts other prisoners from escaping. The warden wishes to 
free him for his valor, but cannot: a prisoner who has es-
caped threatens to kill Mink as soon as he is freed. Eventu-
ally the escaped prisoner dies and Linda Snopes Kohl arranges 
for Mink to be freed. 
Linda, the daughter of the local Helen of Troy, has been 
active in many humanitarian efforts in Jefferson since her re-
turn from the war, and the freeing of .Mink is just one of them. 
However, she has not. always been able to do as she wants. 
When she was younger, she had to promise her "father" Flem 
· any money which she would inherit from her grandfather or her 
mother. In return, he allowed her the freedom to go away to 
school and later to move to Greenwich Village where she met 
her sculptor-husband, Barton Kohl. At her wedding, Gavin 
Stevens, a lawyer who had been dedicated to her mother and 
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to Linda, arranged for her to meet her real father. Linda 
and Kohl then went to Spain where he was killed and she was 
made deaf. So she returned to Jefferson and now she becomes 
involved in such humanitarian projects as meeting with the 
two local communists, and working for special schools for 
negroes. She finally becomes a riveter in the Pascagoula 
shipyards. Stevens continues to be her mainstay, but refuses 
to marry her. She selflessly wants him to be happy and in-
sists that he marry someone else. 
After Linda's work of freeing Mink, the ex-prisoner is 
determined to kill Flem. His first step is to go to Memphis 
to buy a gun, but he is astonished with the changes which 
have occurred in the thirty-eight years that he was in pri-
son: things are so much faster and · so much more expensive. 
Fearing that the $13.85 that ·he brought with him from Parch-
man will . not purchase a gun, he looks for employment. While 
working for Joe Goodyhay, an evangelical minister, he is 
robbed; however, Goodyhay's congregation gives him $10.00 
and a ride to Memphis. He manages to find a gun for $10.00 
in a pawn shop. After testing the gun, he leaves for 
Jefferson and shoots Flem. Linda, sensing the shot, shows 
Mink the way out of the house. At Flem's funeral, Gavin is 
astonished to discover that Linda had Mink released, knowing 
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full well that he would murder Flem. 
Stevens and his good friend, V. K. Ratliff, go to Mink's 
old home, find the murderer, and give him money to leave the 
state. Later that evening, Mink dies. 
But it is not only Flem Snopes who has been vanquished. 
Two other Snopeses are made powerless: Clarence ~gglestone 
Snopes, a venereal senator, is taken out of the senatorial 
race by the machinations of Ratliff and Orestes Snopes, a pig 
farmer, is outwitted by Stevens. Thus, at least for a short 
time, Jefferson is freed from the threat of ~he Snopes' clan. 
In this novel, Faulkner has lost some of his fire. In 
earlier days, he was inspired and had to write. But by the 
time he was writing The Mansion, he was forcing his pen 
across the pages. Writing was no longer a joy and a drive, 
but it was rather a duty which he felt he must fulfill. He 
believed that what he had lost in inspiration, he had gained 
in craftsmanship; 2 nevertheless, The Mansion is much less 
compelling than his earlier novels, and is also much less 
dense with similes. The ratio for the entire book is only 
1:414 -- only about half that of AbsaZom. 
Hawthorne once said, "No author can conceive of the dif-
ficulty of writing a romance about a country where there is 
no shadow, no antiquity, no picturesque and gloomy wrong; 
not anything but common prosperity," 3 and it is a recognized 
fact that it is in the defeat of the South that the Southern 
writers often find their best sub]ects. 4 But Faulkner, in 
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this volume, did not harken to the words of Hawthorne, for 
The Mansion is not about failure or searching to find mean-
ing in life, but rather is about successes: successes on the 
parts of Ratliff, Stevens, Linda, and even Mink, to rid 
Jefferson of the Snopes~s. 
The Mansion is a book which deals with three types of 
love: sexual, selfish, and selfless. Those who are devoted 
to· sexual love -- Eula Varner Snopes and perhaps, Stevens' 
nephew, Chick Mallinson -- do not figure strongly in the plot 
of the book. 5 The selfish ones, Jack Houston, Flem Snopes, 
Clarence Snopes, and Res Snopes, are the ones who are wreaking 
havoc on the lives of the Jefferson and Frenchman's Bend resi-
dents. All are interested in money or position, and each 
docs not care what he has to do to accomplish his aim: Hous-
ton, who is wealthy, makes Mink pay the pound fee; Flem uses 
Eula's sexuality to gain position and Linda's love to gain 
money; Clarence uses the taxpayers' money for whoring; Res is 
willing to shoot Meadowfill to acquire his land. But despite 
their overpowering drive for success and money, they are van-
quished by those who are not concerned with themselves, but 
rather with something larger than themselves. Linda must de-
vote herself to humanitarian causes; Ratliff is concerned 
with overall decency; Stevens is selflessly devoted to Eula 
and her daughter; and Mink is determined to have justice. 
Thus, Flem is killed by Mink and Linda; Clarence is ousted 
from office by Ratliff; Res is outsmarted by Stevens; and 
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Hariston is killed by Mink. The book · then is really a chron-
icling of the selfish conquered by the unselfish. 
Although The Mansion is told by several narrators, the 
reader does not have to pay the close attention to the vari-
ous narrators that he did in Absaiom, for in Absaiom, each of 
the narrators was, to a degree, searching, but in this work, 
there is no search, there is no quest to understand the pre-
sent in terms of the past. The issues in this book are more 
clear-cut: the wrong is black and the right is white. No one 
is held motionless against the past. All the characters are 
free to move and act. The Snopes' heritage is foreign to the 
narrators, and thus they are not trying to relate to it, but 
are rather appalled by it and want to get rid of it. Hence, 
the internal conflicts present in both Sartoris and Absaiom 
are absent from The Mansion. 
Because of the absence of search at the heart of the book, 
reality does not need to be expanded and analyzed in depth as 
it did in the first two books which were studied. The issues 
are cut and dried, and there are no searching questions on 
the parts of the narrators or the principle characters. Even 
Mink, who cannot fully understand why he is going to prison 
and/or why he is caught after his escape attempt, does not 
que~tion the outcome. He accepts the present circumstances 
as long as he must, and when he is able to effect some change, 
he sets about to do so without wavering. This certainty is 
reflected in a relative absence of similes compared to the 
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other works which have been studied. However, in at least 
one instance, there is a rapid clustering of similes and 
these are associated with a small search. Mink, who has not 
been to a large town since before his long prison term, is 
brought to Memphis and is bewildered and confused as he sees 
the teeming city, so unlike ·the Memphis which he knew in the 
past. Mink is trying to make sense of the impressions which 
are bombarding his brain, and the narrator uses a great many 
similes in this passage: 
suddenly off to the right a train fled dragging a 
long string of lighted windows as rapid and ephem-
eral as dream; he became aware of a convergence 
like the spokes of a gigantic dark wheel lying on 
its hub~ along which sped dense and undeviable as 
ants, automobiles and what they told him were 
called buses as if all the earth was hurrying, 
plunging, being sucked, decked with diamond and 
ruby lights, into the low glare on the sky as 
into some monstrous, ~rightening, unimaginable 
joy or pleasure. 6 
Levine suggests that love and rev~nge and money are the 
main issues of The Mansion, 1 while Watson, in The Snopes 
DiZ·emma, thinks that isolation is yet another theme. 8 Isola-
tion is . certainly an integral part of the book, for both Mink 
and Linda are isolated: Mink is kept apart from the community 
due to his poverty. And his prison term, where he is isolated 
from the prison community due to his beliefs of non-escape, 
further alienates him. Linda is isolated ' from Jefferson be-
cause of her do-goodism. Because of this isolation, Linda 
and Mink effect retribution on the person of Flem. These 
themes of isolation and retribution are shown in characteriza-
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tions. Love and money are also very important in the book ~­
love on the parts of Linda, Gavin, and Eula; money for Flem. 
If it were not for these themes, .there would be no conflict 
in the book, and thus no plot. It is the difference between 
the self less love of Linda and Gavin and the selfish love of 
Flem that creates the action of The Mansion 
In this book it is much more difficult to separate the 
characters and the themes than it is in the other two novels. 
The characters are not so real as they are in AbsaZom and 
Sartoris: they seem to be more stereotypes of vice and vir-
tue, wooden puppets which Faulkner enjoys moving. His work, 
according to Gold, has changed from metaphor to discourse. 9 
He no longer shows his characters in action, but rather tells 
of them. Thus, the characters are not as real as they are in 
the earlier books. Their function is to generate the themes, 
not to "stand up and cast a shadow." Thus, to try to look 
for separate similes to illustrate plot, theme, and character-
ization, as was done in the preceeding chapters, would be fu-
tile. Instead, characterization and themes can be studied 
with the same similes. 
The main characters, Flem, Linda, and Mink, are all char-
acterized by the similes which are used to describe them, 
their actions, or their ancestors. Flem is a horrible per-
son: he is even worse than Thomas Sutpen. To Sutpen, money 
was incidental to his scheme to earn respectability and posi-
tion, but to Flem, respectability· and position are incidental 
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in his quest for money. 1 Q He uses people to gain a position 
where he can more easily earn money. He takes advantage of 
Eula's sexuality, marrying her to gain Will Varner's support 
and influence; he threatens to tell of her affair with de 
Spain when he wants de Spain's position at the bank. He 
knows that Linda wants to be needed, and so he allows her to 
"will" her inheritance to him. 11 His love of money is so 
great that he will not throw away an old hat, but sells it 
for a dime. He also gives up chewing tobacco and che~ing gum 
because they are too costly: instead he chews air. This 
aspect of Flem (and it seems that it is the only facet to his 
personality) is brought out with similes referring .to his 
interest -- money. 
Stevens states that asking Flem to return Linda's coIT~u­
nist party card, which he had stolen, would ''be like walking 
up to a stranger and saying Did you steal my wallet? (p. 244). 
Chick recalls that Gavin had once commented that Flem might 
not have "'realized by now that he simply cannot foreclose 
her [Linda} out of existence like a mortgage or a note'" (p. 
201). Linda .is not a person to Flem, but is a blank check on 
which he plans to write the figures which will suit him. How-
ever, Linda is not acquiescent: her plans in Jefferson run 
counter to Flem's goals, but even the reaction of the towns-
people to Linda's do-goodism "were no more portents and 
threats of wreckage and disaster to him than any other loan 
he had guessed wrong on would be an irredeemable disaster, as 
long as money itself remained unabolished." (..p. 229}. So 
Flem wants Linda. She is his asset, his link with Will 
Varner, his key to wealth. His nephew, Montgomery Ward, is 
aware that, to Flem, money means more than life or kinship, 
for it is solid, "harder than bones" (p. 66). 
Linda is very different from her "father." She is not 
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a Snopes and has acquired none of their traits, even by en-
vironmental influences. She is determined and dedicated, and 
through her tenacity at least one of her goals killing 
Flem and thus avenging her mother's suicide is accomp-
lished. She is spoken of as being "exactly like a young 
pointer bitch just about to locate and pin down a covey of 
birds" (p. 230). Such a trait points to the fact that she 
has been trained for the hunt and will persevere until she 
has caught her quarry. She also has a streak of white in her 
hair, like a plume (pp. 350, 357) which might associate her 
with dashing cavaliers who would defend the honor of their 
ladies (in Linda's case, her mother and all of mankind) from 
the evil world around them. 
The inheritance that she receives from her parents is 
not that of Snopesism, but rather that of the natural life. 
Her mother, Eula, is often called "Helen" to denote her sex-
ual power and also her naturalness. According to Stevens, no 
words spoken by Helen of Troy were recorded, yet she caused 
an incredible amount of furor. Eula too is like this. She 
does not talk, but just is and she exudes a rich femininity 
and fecundity, rather as Narcissa ·oozes peace. She is 
natural, but not in a peaceful sort of way -- she is like 
a cyclone or a tornado. Ratliff conunents that she is like 
81 
"a cyclone or a tide-wave" (p. 124) or "like . centrifu-
gal force" (p. 125}; she is .like "a natural phenomenon" (p. 
1271, like "all miraculous and matchless seasons -- sun, 
wind, heat, and frost" (p. 212) concentrated into one moment. 
And her effect on Gavin, if he had been successful in wooing 
her, would have "destroyed him like a lightning bolt" (p. 
128). 
Even impregnating Eula is associated with such images: 
after Mccarron beats off all his rivals, "the empty horse and 
buggy [are] standing there in the road like the tree or rock 
or barn or whatever it was the tide-wave or cloudburst has 
done took its one rightful ungreedy swipe at and went away" 
(p. 123). Ratliff explains it as taking about three minutes: 
"it was all that simple and natural -- a pure and simple nat-
ural circumstance as simple and natural and ungreedy as a tide-
wave or a cloudburst" (p. 123). After that, Eula is in har-
mony with nature. All she does is wait, but to her it is not 
waiting because, as Ratliff explains, "likely she never even 
knowed what the word meant, like the ground, dirt, the earth, 
whatever it is in · it that makes seed sprout at the right 
time, dont know nor need to know what waiting means"(p. 120) 
and he continues to liken her to the sentient, fecund earth. 
This likeness shows her unthinking, yet life-giving, properties 
which were passed on to her daughter, Linda; for although 
Linda never has any children, she is interested in all of 
mankind and his plight and thus is, in her own way, this 
same sort of mother matrix of self less love. 
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Her father, who does not play a large role in this book, 
is however also shown to be a natural person. Ratliff, who 
tells of Eula's life before her marriage, likens Hoake 
Mccarron to a "wild buck from the wood" (p. 118) "coming from 
nowhere . . • like he had done located Eula from miles and 
even days away outen the hard unerring air itself" (p. 118); 
"like a wild buck from the woods jumping the patch fence" (p. 
117); "like a cattymount into a sheep pen" (p. 117) of suitors. 
The Binfords, Quicks, Tulls, and Bookwrights who are courting 
Eula are trained and domesticated, but Mccarron is not -- he 
is wild and natural, and thus is the only one truly capable 
or worthy of impregnating Eula. Such is the heritage that 
Linda received, making her fierce, determined, and yet com-
passionate. 
Two . facets of Mink's character are brought out in simi-
les: his dangerousness and his childlikeness, both of which 
result in his isolation. Unlike Flem, who is. likened to a 
wolf (p. 421) which. can be easily seen, Mink's danger and his 
revenge are more difficult to predict: he is "no more piti-
able than a scorpion" (p. 287) and is likened to a fer-de-
lance, an asp, and a krait (pp. 45, 393). His venom can kill, 
but usually he is not venemous. Faulkner repeatedly uses the 
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simile of a child to tell about Mink. He · is "not much big-
ger than a twelve-year-old boy" (p. 380); "not much bigger 
than a small boy" (p. 289); he looks "no larger than a child" 
(p. 287); he sits on the edge of the seat as a child sits" 
(p. 283); when he tries to escape from l?archmen, he looks 
"like a little girl playing mama" (p. 85); he sits with "his 
face glued to the window like a child" (p. 48); when Gavin 
and Ratliff find him, they discover "the man they sought half 
squatted half-knelt blinking up at them like a child inter-
rupted at its bedside prayers" (p. 432). This attitude· to-
wards Mink is consi~tent throughout the book, and causes 
Rossky to conunent that Mink has become enveloped in the child-
myth, similar to the image of the child at the door of Sut-
pen' s mansion. 12 Because of the vulnerability which Mink has, 
the reader comes to almost like him, although he is a mur-
derer. Appreciation for him is also heightened by his sense 
of honor -- he will not steal Goodyhay's pistol, he will not 
plead insanity, and he does not want to attempt his escape 
clad as a woman. This sense of honor is a trait which is 
found in no other Snopes (Wallstreet Panic and Eckrum are both 
good men, but it is doubtful if they have any Snopes' blood in 
them), and thus the . reader is led to admire him. 13 The child-
like appearance of Mink also leads the reader to see how 
small and insignificant he is. Yet this tiny man is willing 
to stand up against all the forces which are against him and 
to overcome time and injustice. 
Gavin Stevens, one of the narrators, is also portrayed 
through similes. Stevens, the lawyer who was smitten with 
Eula after she had married Flem, has devoted his life to 
serving her, not even hoping that it will lead to some per-
sonal reward for himself. His devotion has led him to feel 
responsible for her daughter, Linda; and so he takes her to 
the drugstore, treats her to ice cream, and discusses the 
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books which he assigned her to read. After Eula's death, he 
completely devotes himself to Linda, urging her to go away 
from home, away from the influence of Flem. But despite his 
guiding influence in her life, he is powerles~ against her. 
He cannot dissuad~ her from working for the negroes. He can-
not convince her to leave Mink in jail. He is swept into her 
orbit. Ratliff and Chick sense that something is going to 
happen that is very bad, for often the chapters which they 
narrate end with the statement that "it's going to be worse 
than that," but they are not sure what tragedi is going to be-
fall Stevens. Thus, Stevens is shown to be helpless against 
whatever Linda is planning, and this idea is emphasized with 
similes ~eferring to Stevens as some kind of insect: when 
Gavin is planning Eula's headstone, he is rushing around "like 
one of them frantic water bugs skating and rushing inunune and 
unwettable on top of a stagnant pond" (p. 147); while he waits 
for Linda to arrive on the plane, Chick notes that he looks as 
"smug and inscrutable and arrogant and immune as a louse on a 
queen's arse" (p. 197}; Ratliff sees Stevens as being crushed 
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by his devotion to Eula as being "run over by coincidence, 
like an ant using the same spoke a elephant happened to find 
necessary or convenient" ~. 128}; but the most telling simi-
le is one which equates Eula (who was Linda's prototype for 
sweeping men into her circuit} with a black widow spider and 
Gavin with its mate -- "For Lawyer to win that match Iwith 
Eula] would be like them spiders, that the end of the honey-
moon is when she finally finishes .eating up his last drum-
. stick" (p. 116). It is destruction for Stevens to be so dedi-
cated, but he never regrets his total dedication. 
Ironically enough, in The Mansion there are similes which 
indicate why there is a relative lack of similes: the charac-
ters do not need to search because life is not serious and 
earnest it is rather a game which the characters are play-
ing. Like the theatrical similes in AbsaZom which indicate 
Mr. Compson's distance from the subject, game similes in The 
Mansion show an even further distance: the characters aren't 
making a sham reality, they aren't creating reality at all. 
Stevens,· p~rsuading Linda to go to Pascagoula says that he 
had to think fast "like that second you have to raise or draw 
or throw in your hand, while each fraction of the second ef-
faces another pip from your hole card" (pp. 237, 238); Jason 
Compson's and Flem's arguing about an air strip is likened . to 
"a two-handed stud game when both have turned up a hole-ace 
and by mutual consent decreed the other aces dead cards" (p. 
324): Meadowfill isn't interested in keeping Res's hog out of 
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his lot, he is merely interested in shooting it every day "as 
other old people play croquet or bingo" (p. 337); Ratliff 
describes Clarence's debaucle with the dogs circling him 
· "'like the spotted horses and ·swan boats on a flying jenny'" 
(p. 317}, and there were so many dogs that they '''strung out 
behind him like the knots in a kite's tail'" (p. 317). It 
is this type of attitude, this distancing, which results in 
a lack of similes in this novel~ 
In this book, Faulkner fuses his use of similes. Not 
only does he use the same similes to delineate themes and to 
portray characters, but he also uses them to tie the book to-
gether. The repeated, insistent references to Mink as a child 
do much to unify the work. However, there is a rather short 
series which does not portray character but yet unifies the · 
work. This series contains the similes which deal with pros-
titutes. Linda, who had lived with Kohl for several years be-
fore their marriage, remains faithful to him, yet is several 
times likened to a prostitute. The FBI agent who inquires of 
Stevens about Linda's party card says that "'once a communist 
~- I grant you, that's like the old saying .•• Once a pros-
titute'" (p. 234). Chi~k has rather confused feelings about 
her -- he admires her devotion and selflessness and constancy, 
but yet he fantasizes about her: he admits that when he tries 
to remember her, he always imagines her looking "like she had 
just been raided out of a brothel in the Scandinavian Valhalla 
and the cops had just managed to fling a few garments on her 
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before they hustled her into the wagon" {_p. 198}, yet he also 
speaks of her as "the bride of silence more inunaculate in 
that chastity than ever Caesar's wife because she was invul-
nerable too, forever safe, in that chastity forever pure" (p. 
216}. This labelling of Linda as a whore and a chaste bride 
emphasizes the aspect of sexual love which is not dominant in 
The Mansion, but which has ~earings on nearly all of the 
events in the story. Even cities are likened to prostitutes: 
Paris, during the war "had been sold ... like any whore" (p. 
233) although it was "the civilised world's eternal and splen-
did courtesan" (p. 233); when Mink first went to Memphis to 
go to the red light district, "the ·whole city lay supine to 
take him into itself like embrace, like arms" (p. 288). These 
similes continue the quiet emph~sis on sex, an underlying, yet 
major force in The Mansion, for it is this source which Flem 
first took advantage of and which leads to all the rest of the 
events in the book. 
With consummate skill, Faulkner uses fewer . similes in 
The Mansion than he does in either AbsaZom or Sartoris, com-
bining them so they give unity to the book while delineating 
both the themes and personalities. After reading Sartoris 
and AbsaZom, one feels as if he has eaten of a three-day 
feast, complete with pheasant, truffles, pastry, and ices; 
but after finishing The Mansion, the reader does not experi-
ence such a feeling of satiation. He feels like he has been 
dining on meat and potatoes. He has moved from tragedy to 
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comedy, from search to certainty, from abundant similes to 
relatively few similes. This double "lack" of search and 
simile gives an effective negative proof that Faulkner con-
nected this stylistic device with deep search to see rela-
tionships between past experiences and present attitudes, and 
that simile is not a decorative extra, but may function in an 
important way to create an understanding of life, as a total-
ity. 
CONCLUSION 
Faulkner called himself a failed poet, but he, through-
out most of his life, used language in a poetic, metaphoric 
way and created people whose actions have metaphoric meaning 
for our lives. His vision of time as a continuum, of the 
past fusing with the present is reflected in his style. His 
heroes often try to understand Faulkner's concept of time, 
but some event looms too large in their sight. It stops 
their motion and the continuity of their lives. They must 
then search to try to regain this lost quality, but the 
search is often futile. At the points of their search, 
Faulkner introduces the simile with great density; for the 
simile, by its nature to see unity in diversity, allows for 
the formulation of a new perception of life. It allows the 
reader and the protagonists to stop, gaze, compare, and hope-
fully, understand. 
The pattern of similes in passages of intense search is 
consistent in Sa~toris and AbsaZom~ AbsaZom!, the books in 
which Faulkner also metaphorically shows his themes through 
the actions of his characters. But in his later novel, The 
Mansion, Faulkner becomes discursive and tends to teZZ the 
readers his views. Correspondingly, the protagonists' search 
is less intense and the density of the similes decreases, in-
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dicating that the search, the simile, and the whole idea of a 
metaphoric use of language are related. 
However, it is not only in broad generalities that the 
search and simile can be seen to correspond, for in the areas 
of unifying the novel and the searches of the various prota-
gonists, in showing causes for the quest and the necessity of 
it for characters who have lost the continuity of their lives, 
and in emphasizing the theme of the search and its relation-
ship to the action of the plot, Farilkner uses the individual 
simile to emphasize the search and make it one of the main 
concerns of his writing. 
A study of Faulkner's similes is not the only way to com-
prehend his work, but it does provide further insights on the 
proper attitude to one's past and the bearing it may have on 
all aspects of man's life -- including his language. 
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in the University: Class Conferenoes at the University of 
Virginia, 1957-1958 (Charlottesville: University of Virginia 
Press, 1959}, p. 56. 
Sartoris 
1 Frederick L. Gwynn and Joseph L. Blotner, eds., Faulkner 
in the University: Class Conferenoes at the University of 
Virginia, 1957-1958 (Charlottesville: University of Virginia 
Press, 1959), p. 23. 
2 In trying to determine what an appropriate designation 
for the term dense would be, I decided that a section should 
be denser than 1:262 because 1:262 is the average. I could 
not logically drop down to 1:100 for this would leave only 
three sections available for analysis. If I chose 1:200 as 
the cut-off for the term dense it would serve two purposes: 
it would be considerably more dense than 1:262 and would also 
leave an adequate number of sections for analysis. 
There are several short sections, not included in the 
seventeen, which have a ratio of 1:200 or less, but have no 
similes. These sections, due to this lack, will not be stu-
died at all. 
Throughout this paper, when I want to mention the ratio 
of text and simile, it will be indicated by a ratio, often 
enclosed in parentheses. 
3 There are two dense sections which deal with the MacCallums 
and two more which deal with Narcissa and Byron (see page 19). 
4William Faulkner, Sartoris (New York: New American Li-
brary, 1929), p. 211. All subsequent quotations from Sartoris 
in this chapter will be taken from this edition and will be 
noted parenthetically in the text by page number only. 
5 Robert F. Goheen, The Imagery of Sophoole's ANTIGONE: A 
Study of Poetio Language and Struoture (1951; rpt. Princeton: 
Princeton University Press, 1970), p. 3. 
6 Harry Modean Campbell and Ruel E. Foster, William Faulkner: 
A OritioaZ Appraisal (Norman: University of Oklahoma Press, 
1951)' p. 14. 
70lga w. Vickery, The Novels of William Faulkner: A 
Critioal Interpretation (Baton Rouge: Louisiana State Univer-
sity Press, 1961), p. 19. 
96 
8Vernon Theodore Hornback, Jr., "William Faulkner and the 
Terror of History: Myth, History and Moral Freedom in the 
Yoknapatawpha Cycle," Di·ssertation Abstraats, 25 (July 19 64) , 
476. 
9Melvin Backman, Faulkner: The Major Years, A Critiaal 
·study (Bloomington: Indiana University Press, 1966), pp. 
205, 288. 
10 Gwynn and Blotner, p. 62. 
11 Richard Perrill Adams, Faulkner: Myth and Motion {Prince-
ton: Princeton University Press, 1968), p. 55. 
12Vickery, The Novels, p. 25. 
13 See Robert Penn Warren, "William Faulkner," in John 
Frederick Hoffman and Olga W. Vickery, eds. William Faulkner: 
Three Deaades of Critiaism (E. Lansing: Michigan State Univ-
ersity Press, 1960), pp. 114-116; Ursula Brumm, "Wilderness 
and Civilization: A Note on William Faulkner," in Three 
Deaades, pp. 125-34; Warren Beck, "Faulkner and the South, 
"Antioah Review, 1 (1941), 92; and Kenneth E. Richardson, 
"Quest for Faith: A Study of Destructive and Creative Force 
in the Novels of William Faulkner," Dissertation Abstraats, 
23 (March 1963), 3384 (Claremont University). 
~ 4Warren in Three Deaades, p. 114. 
15This is also true in Absalom, Absalom!, but for different 
reasons. 
AbsaZom, AbsaZom! 
1 In several chapters, the omniscient narrator speaks for a 
considerable portion of time. However, except for Chapter IX 
which is entir~ly in the words of the omniscient narrator, I 
have considered the similes which the omniscient narrator 
speaks to be part of those used by the principal limited nar-
rator of the chapter. A look at the chapters will show that 
the omniscient narrator reflects quite closely the tone and 
expressions of the participant-narrator, and thus, in most 
cases, it would complicate rather than clarify the situation 
to separate the words of the omniscient narrator from those of 
the participants. 
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2 Frederick John Hoffman, William Faulkner {New York: 
Twayne Publishers, 1961}, p. 26. 
3 Joseph Leo Blotner, Faulkner: A Biography (New York: 
Random House, 1974), II, 1522. 
4William Faulkner, Absalom, Absalom! (New York: Random 
House, 1936), p. 31. All subsequent quotations from Absalom 
in this chapter will be taken from this edition and will be 
noted parenthetically by page number only. 
5Weller Embler, Metaphor and Meaning (DeLand, Fla.: 
Everett/Edwards, Inc., 1966), pp. 3,4. 
6 See Walter Brylowski, Faulkner's Olympian Laugh: Myth in 
the Novels (Detroit: Wayne State University, 1963), p. 21; 
Joseph Gold, William Faulkner: A Study in Humanism From 
Metaphor to Discourse (Norman: University of Oklahoma Press, 
1966), pp. 31-34; William Van O'Connor, William Faulkner 
(1959; rpt. Minneapolis: University of Minnesota Press, 1963), 
p. 27; and Olga V. Vickery, The Novels of William Faulkner: 
A Critiaal Interpretation (1959; rpt. Baton Rouge: Louisiana 
State University Press, 1961), pp. 94-102. 
7William Faulkner, "Nobel Prize Acceptance Speech" in Mary 
Cooper Robb, William Faulkner: An Estimate of His Contribu- · 
tion to the Modern Ameriaan Novel, Critical Essays in English 
and American Literature, No. 1 (Pittsburgh: University of 
Pittsburgh Press, 1957), p. 1. 
8 Ibid. 
9 Harry Modean Campbell and Ruel E. Foster, William Faulkner: 
A Critiaal Appraisal (Norman:. University of Oklahoma P·ress, 
1951}' p. 24 . 
. 
10 It is interesting to note that in Absalom, it is real 
people who are seen as ghosts and wraiths, whereas in Sartoris, 
it is the ghosts who have the vitality. They are more alive 
than those who are literally living. 
11 John Hunt, William Faulkner: Art in Theological Tension 
(Syracuse: Syracuse University Press, 1965), p. 102. 
The Mansion 
1 James Gray Watson, The Snope~ Dilemma: Faulkner's Trilogy 
(Coral Gables: University of Miami Press, 1968), pp. 165, 
166. 
98 
2Frederick L. Gwynn and Joseph L. Blotner, eds., Faulkner 
in the University: CZass_Conferenaes at the University of 
Virginia, 1957-1958 (Charlottesville: University of Virginia 
Press, 1959), p. 5. 
3 Nathaniel Hawthorne quoted by Irving Howe, "The Southern 
Myth and William Faulkner," Ameriaan Quarterly, 3 (Winter 
1951)' 358. 
i.Howe, "Southern Myth," p. 358, and Joseph Leo Blotner, 
Faulkner: A Biography {New York: Random H~use, 1974), I, 69. 
5Although Eula is not an active participant in the book, 
she is a catalyst which creates much of the action. 
6William Faulkner, The Mansion {New York: Random House, 
1965), p. 283. All subsequent quotations from The Mansion 
in this chapter will be taken from this edition and will be 
noted parenthetically in the text by page number only. 
7 Paul Levine, "Love and Money in the Snopes Trilogy," 
College English, 23 {December 1961), p. 201. 
8Watson, pp. 149-90. 
9 Gold, Jose~h, Willicim Faulkner: . A Study in Humanism 
From Metaphor to Disaourse (Norman: University of Oklahoma 
Press, 1966}, p. 5. 
10watson, p. 225. 
11 Ibid, pp. 173, 174. 
12William Rossky, "Faulkner: The Image of the Child in 
The Mansion," Mississippi Quarterly, 15 (Winter 1961-62), pp. 
17-20. 
13 Cleanth Brooks, William Faulkner: The Yoknapatawpha 
CyoZe (New Haven: Yale University Press, 1963), pp. 221-32. 
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Pages 19-24: Falls and Bayard talk. ·Bayard learns of 














Pages 32-36: Negroes tell story of Col. John's escape 
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Pages 76-81: Bayard arrives with car. Old Bayard is 















Pages 81-83: Bayard and Jenny argue over who will ride 


































































































Pages 144-146: Horace arrives at home. 




















Pages 150-153. Horace talks of Belle. 
Total words: 1044 
Total similes: 
Ratio: 
Pages 153-154: Aunt Sally. 






















Pages 167-170: . · Narcissa's troubles. 
Total words: 

















































































Pages 207-208: Bayard softens. 
Total words: 






























Pages 213: Narcissa is confident that Bayard will keep 

























































Pages 240-241: Narcissa does not regret her marriage. 





















Pages 256-264: MacCallums 




















































Pages 283-290: Bayard planning flight and Narcissa 








































Total words: · 
Total similes: 
Ratio: 
Chapter I: Why did I stay? 




Chapter II: Sutpen's early days 

















Chapter III: Trying to understand whole Sutpen affair 




Chapter IV: New Orleans trip 
Narrator: Mr. Compson 









Chapter V: Summer of wisteria and broken engagement. 








Chapter VI: Tombstones in the rain and Charles Etienne 
Bon 
Narrators: Shreve and Quentin 
Total words: 15,330 
Total similes: 83 
Ratio: 1:185 









Chapter VIII: Trying to figure out cause from effect 
Narrators: Shreve and Quentin 
Total words: 
Shreve and Quentin conjecture: 
"Facts" presented: 
Total similes: 
Similes in conjecture: 




Chapter IX: Trip to the Hundred 
Narrator: Omniscient nar~ator 
Total words: 6809 


















Chapter 1: Mink's reasons for killing Houston. MinK'S 
trial 
Narrator: Omniscient narrator 
Total words: 12,258 
Total similes: 19 
Ratio: 1:645 
115 
Chapter 2: Mink in prison. Wants to get a shorter sen-
tence. Vows to be good. 
Narrator: Omniscient narrator 





Chapter 3: Flem sends Montgomery Ward Snopes to Parchmen. 








Chapter 4: Montgomery Ward in Memphis. Mink tries to 
escape: when he is caught he vows revenge on Flem. 
Narrator: Montgomery Ward Snopes 
Total words: 7524 
Total similes: 17 
Ratio: 1:443 
Chapter 5: Mink tries to stop an escape: he is not re-
leased because of threats. He is released after receiv-








Chapter 6: Chick's and Gavin's interest in Linda. 



















Chapter .8: Discussion of war heroes -- Tug Nightengale 








Chapter 9: Chick wonders when Gavin and Linda will be 
married. Realizes Gavin won't marry Linda -- must ful-
fill his prophecy. Linda buys whiskey. Realizes that 








Chapter 10: FBI and party card. Linda proposes to 
Gavin, but when he visits her at shipyard insists that 
he marry someone else. 







Chapter 11: Gavin is married. Whatever is planned is 





Chapter 12: Mink is released. 




Works for Goodyhay. 
Narrator: Omniscient narrator 
Total words: . 11,358 
Total. similes: 35 
Ratio: 1:325 
Chapter 13: Clarence is taken out of the senatorial 
race by Ratliff's use· of a dog thicket. 








Chapter 14: Stevens protects Meadowfill from Res Snopes. 







Chapter 15: Linda returns from the shipyards. 







Chapter 16: Linda wants to free Mink. Gavin makes 
monetary arrangements for Mink to keep him away from 
Jefferson. Mink is out. Flem is dead. 
Narrator: Omniscient narrator 
Total words: 11,196 
Total similes 9 
Ratio: 1:1244 
Chapter 17: Biglin on guard at Flem's. Mink picks 
cotton. Tests gun. Kills Flem. 







Chapter 18: Gavin discovers Linda's car and thus her 
part in the plot. Gavin and Ratliff find Mink at home 
and give him money. Mink dies. 
Narrator: Omniscient narrator 
Total words: 
Total similes: 
Ratio: 
6345 
12 
1:529 
